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ABT IN OBNAMENT AND DEESS. 



PAET I. 

THE GRAMMAR OF THE DECORATIVE ARTS. 



INTRODUCTION. 

THE GENERAL LAWS OF ORNAMENT. 

Nature, viewed in the grand spectacles, pennanent 
or ephemeral, which she oflFers to our eyes, is not 
beautiful, but she is sublime. She is not beautiful, 
because she lacks the three conditions of beauty — order^ 
proportion, and unity. Neither the stars in the firma- 
ment, nor the trees in the forests, nor the rivers in their 
courses, nor the ocean imprisoned withm its bounds, nor 
the continents in the irregularity of their outlines, and the 
upheavals of their surface, present any apparent regu- 
larity or visible order. The immutable laws which 
govern both cosmical phenomena, and the revolutions 
of the heavenly bodies, only manifest themselves in the 
succession of ages, and exist but in mental contemplation 
and the record of history. Order then is wanting in 
nature seen on a grand scale, that is to say, a visible 
order, since it is impossible for us to seize at one glance, 
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2 ART IN ORNAMENT AND DRESS. 

as in a picture, the alternation of day and night, the 
recurrence of the seasons, the periodical motion of the 
planets, and the rhythm which governs the universe. 

It is only in her lesser works that nature begins to be 
beautiful, because in these only she exhibits order, takes 
pleasure in symmetry, oflFers to us perceptible unities and 
sensible harmonies. At the outset, in her lowest king- 
dom, she reveals in crystallisation an astonishing regu- 
larity, a mysterious geometrical design. Next, order is 
apparent in a more general, connected, and striking 
manner, when we observe the vegetable kingdom. 
Proportion is not there as yet, proportion, properly so 
called, that is to say, the condition of a body in which all 
its members have a common relation among themselves, 
and to the whole. We know that the size of a tree can- 
not be determined from the dimensions of its branches, 
as the stature of a man from the measure of his hand or 
his foot. Many plants, however, are regular in their 
fonns, affect symmetrical arrangements, and are oma- 
mented with admirable delicacy. Lastly comes the animal 
kingdom, in which proportion plainly declares itself, the 
law of numbers is manifest, symmetry is self-evident, and 
its very movements obey in their freedom, an intentional 
equilibrium, and an inexorable rhythm. So as creation 
rises in the scale, order becomes more complicated, 
abundant, striking, and marvellous. 

But the word order is only used here as a generic 
term to express what is common to all things adorned by 
nature. The regularity of her lesser works, and the 
charm which she has thrown around them, proceed from 
principles, distinct enough, but very few in number; 
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and as these distinct principles are the inevitable elements 
of all ornament of man's invention, it is of consequence to 
have a precise acquaintance with them, to distinguish 
them well one from the other, and to reduce them to 
their simplest elements, carefully avoiding confoundmg 
those that are primary with those that are not so. 

Moreover, there can be no nobler satisfaction to the 
mind than to be able to unravel what is beyond measure 
complicated, to diminish what is apparently innumerable, 
and to reduce to a few clear points what was involved in 
a maze of obscurity. 

Just as the twenty-six letters of the alphabet have 
been and will be sufficient to form the words necessary 
for the expression of all human thought, so certain 
elements, susceptible of combination amongst themselves^ 
have sufficed and will suffice to create ornaments, whose 
variety may be multiplied indefinitely. In fact, the 
numberless methods which men have invented to this 
day, and which they will continue to invent for the 
adornment of their persons, their dwellings, or their 
temples, owe their existence to the application of one of 
the five following principles :— 

KEPETITION, ALTERNATION, SYMMETRY, PROGRESSION, 

AND CONFUSION. 

Such are the primary sources to which we may reduce 
all ornaments of which the idea has been borrowed from 
nature, and which man has subjected to the law of his 
intelligence, and to his own free control. 
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REPETITION. 

However " divers et ondoyant " he may be, as Mon- 
taigne says, man is essentially a being all of a piece. 
The eyes, of his body correspond to those of his mind. 
To act upon his mind we must use the same means as in 
exciting his physical sensations. A single prick of a pin 
is nothing, but a hundred such can rouse the sensitive- 
ness of our organs. Thus it is that everything that 
appeals to our feelings acquires an astonishing power by 
the simple reiteration of the active cause. We see how 
the same mode of procedure is found in all the arts, in 
architecture, sculpture, and painting, as well as in music, 
literature, and poetry. 

The simplest mode of decorating a surface is by the 
repetition of any given figure. Any form, however insig- 
nificant in itself, becomes interesting by repetition, at 
first because the artist by repeatmg it forces us to take 
notice of it, and reveals an intention which would have 
escaped our observation without this repetition ; and 
next, because number often suggests thoughts which 
unity would not have originated. 

For example, the repetition of a spiral ornament on a 
pedestal, a column, or the border of a panel, awakens in 
us the idea of one object pursuing another. Hence has 
arisen the name oipostes (Vitruvian scroll), given to that 




VITRUVIAN SCROLL. 



series of running volutes which we meet with so fre- 
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quently on architraves in architecture, and also in iron- 
work, goldsmiths' work, and pottery. These spirals also 
remind us of the succession of the waves of the sea, and 
the imaginative poet may see in them by analogy, a 
troop of maidens pursuing each other in space, not frivo- 
lously, but in cadence, as if executing a sacred dance. 
And if such an ornament be used round a large vase, the 
spiral seems endless, because the convexity of the vase 
hiding from us part of its leading lines, our imagination 
sees them in constant, nay, in perpetual pursuit of each 
other round the amphora. 

Let us now suppose the succession of these curved 
lines changed into a succession of straight Unes, and we 
shall have a different expression, owing its power, how- 
ever, to the same principle, and appearing as severe as 
the other was graceful. Bent always at the same angle, 
and at equal distances, these bare lines form the winding 
ornament called the Greek fret^ and they become im- 
posing because they have a processional character, and 
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GREEK FRET. 



seem to obey a mysterious order, or to conform to the 
rhythm of a grave, slow, and ceremonial harmony. 

It is from repetition that all architectural ornaments 
borrow their external aspect, their interest in our eyes, 
and their sway over our feelings. A series of discs in 
relief, or of circles moulded hollow, at greater or less 
distances, adorn a frieze agreeably enough. The mere 
repetition of triglyphs produces a spirited and marked 
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decoration on the entablature of the Doric temple. It 
wanted nothing but a simple unbroken series of mutules 
to give animation to the cornice of the Parthenon, and 
successive rows of small cones called guttce^ to enrich the 
BoflSt. The dull square, the hard and frigid cube, become 
ornamental as soon as they are set in a row; so much 
so, that the architect employs them to form the tooth- 
like orpament in the richest of the three orders — ^the 
Corinthian. A repetition of roses, accompanied by a 
chaplet of beads, formed a sufficient decoration of the 
Ionic portico of the Erechtheum at Athens. 

I8 it necessary to speak of the part played in music 
by the recurrence of the first bars, that renewal of 
the theme, da capOy which is indispensable if one wishes 
to feel the effect of music in alU its fulness ? What do 
I say ! To move us powerfully, nothing more is needed 
than rhythm, that is to say the repetition, accelerated or 
diminished, of a sound with vibration or without. The 
tolling of a bell sounding for a long time the same note, 
at equal intervals, may produce a profound and solemL 
impression, and there are moments when the three beats 
of the recall, repeated on the drum, cause all faces to 
grow pale. 

But what then is rhyme, the talisman of the poet, sav 3 
the intentional reiteration of the same sound, and this 
reiteration lends so much charm to poetry, that the 
pleasure of the ear is more vivid when the repetition is 
immediate, as in this stanza from ^^Les On'entales :^^ 

*' £Ue est Ik, sous la feuiUee, 
Au moindre bruit de malheur, 
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£t rouge ponr une mouehe 

Qui la touche 
Comxne une grenade en fleur." 

Yes, this intentional repetition, which is rhyme, con- 
stitutes the ennobling power of the poetic vesture of 
ideas. 

Every one knows the effect produced in literature by 
repetition, and how much it adds to the cry of passion, 
or to the fascination of oratory. The force of the im- 
precations of Camilla, in Comeille's tragedy, is owing 
to the repetition of the word Rome^ and when Mirabeau 
cries ; ^^ La banqueroute, la banqueroute est 1^ ! et vous 
d^lib^rez ! " he just redoubles the striking effect of his 
eloquence. 

So it is in the art of the painter, and in that of the 
sculptor. When we survey the ancient monuments of 
Egypt, abounding as they do in coloured reliefs or surface 
paintings, we are often arrested by a group of figures 
in simultaneous and rhythmical action, all executing 
the same movement, the same gesture, and the same 
sign. When this action is not purely material, such as 
leading animals, threshing out corn, or carrying bricks ; 
when this action, I say, is in harmony with the senti- 
ment, when it expresses for example, worship or prayer, 
or the humility of a band of weeping captives prostrating 
themselves at the feet of the conqueror, their hands raised 
to him in supplication, this rhythmic movement partakes 
of a religious character, and the repetition of the gesture 
seems to bring it within the pale of sacred rites. The 
spectacle becomes solemn, nay, almost sublime. 

Can we wonder then that rhythm should have so much 
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decoration on the entablature of the Doric temple. It 
wanted nothing but a simple unbroken series of mutules 
to give animation to the cornice of the Parthenon, and 
successive rows of small cones called gutttB, to enrich the 
sofiSt. The dull square, the bard and Ingid cube, become 
ornamental as soon as they are set in a row; so much 
80, that the architect employs them to form the tooth- 
like ornament in the richest of the three orders — the 
Corinthian. A repetition of roses, accompanied by a 
chaplet of beads, formed a sufficient decoration of the 
Ionic portico of the Erechtheum at Athens. 

Is it necessary to speak of the part played in music 
by the recurrence of the first bars, that renewal of 
the theme, da capo, which is indispensable if one wshes 
to feel the effect of music in all« its fulness ? What do 
I say I To move us powerfully, nothing more is needed 
than rhythm, that is to say the repetition, accelerated or 
diminished, of a sound with vibration or without The 
tolling of a bell sounding for a long time the same note, 
at equal intervals, may produce a profound and solemL 
impression, and there are moments when the three beats 
of the recall, repeated ou the drum, cause all faces to 
grow pale. 

But what then is rhvme, the talisman of the poet, sav '. 
the intentional reiteration of the same sound, and this 
reiteration lends so mucli cliarm fo poetry, that the 
pleasure of the ear is more vivid when the repetition jfli 
immediate, as in this stanza from "i"?5 Onentales :"^ 

" EUe est li, loue U feuiUile, 
tytiU6e 
An momdrt bruit Oe moDieu 
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variety. There may be repetition without alternation, 
but there can be no alternation without repetition. Alter- 
nation then, is the succession of two different objects 
recurring regularly in turn. If, for example, a circle be 
placed after a square, and this is repeated a certain 
number of times, we shall have an alternation of figures. 
If we put in a piece of stuff, a stripe of blue by the side 
of a stripe of green, and if this juxtaposition be several 
times repeated, we shall have an alternation of colours. 

The order in which the appearance and the disappear- 
ance of light succeed each other periodically, is an alter- 
nating repetition which naturally brings about the in- 
variable alternation of waking and sleeping hours, of ac- 
tivity and repose ; and as this law is inherent in human 
nature, we must expect to see traces of it in everything 
that emanates from man. As the soil cannot long 
nourish the same plant, and requires a rotation of crops, 
so man is compelled from fear of satiety to vary the 
nourishment for his body, as well as the food for his 
mind, and the necessity of breaking through fixed habits 
is almost as closely bound up with his happiness as is 
the necessity of following them. Alternation therefore is 
to be found in other arts besides those which relate to 
decoration. 

The poet, for example, will increase the spirit of his 
rhymes by crossing them, that is to say by making a 
feminine follow a masculine rhyme, as in these lines : 



" Les vierges au sein d'eb^ne, 
Belles comme les beaux soirs^ 
Kiaient de se voir d peine 
Dans le cuivre des miroirs."— V. H. 
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Not satisfied with variegated flowers, the gardener 
often likes to vary his borders with anthemis and helio 
trope alternately, or it may be with an alternation of 
scarlet and crimson geraniums. 

Music, so despotically governed by the principle of 
repetition, owes sometimes a great deal to alternation. 
In the opera of the Mv£tte when we come to the air 
written to these words : 

'^ CondoiH ta barque avec prudence, 

Pecheur, parle bas ; 
Jette tes filets en silence^ 

Pecheur, parle bas : 
Le roi des mers ne t'^chappera pas, 
Le roi des mers ne t'echappera pas," 

the ear is pleased by a light phrase which alternates 
with a graver one, and the theme loses itself to perfec- 
tion in a brilliant repetition. 

The Greek architect gives animation to the aspect 
of the Doric frieze by a succession of triglyphs and 
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TRIGLYPHS AND METOPES. 



metopes, and to give a marked distinction to the differ- 
ence between these two repeated ornaments, he carves 
on the metopes, combats, horses, centaurs, or else paterae 
or chaplets, so as to bring out more clearly by the oppo- 
sition of curved lines the rigidity of the vertical lines of 
the triglyph. Moreover, we must not forget, that tlie 
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word alternation comes from alter^ aoother, and conse- 
quently owes its origin to that taste for variety which is 
perhaps as keen in the human mind as is the love of 
repetition. It is to meet this taste that the neck of the 
Ionic column is so often ornamented with pahn leaves 
alternating with the "lis marin," and tenninated by a 
border of beads, or more correctly speaking, by a chaplet 
composed of almonds and olives, each olive being followed 
by two almonds. 

To the same principle may be referred the plan of 




EXAMPLE OF ALIEIt^'ATION IN ROUANESQCE ARCHITXCTUIIK. 

construction so frequent among the Arabs, in which 
layers, alternately of white and black marble, or else 
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painted white and red, give variety to the appearance of 
certain edifices, such as the mosques of Cairo and the 
walls of Damascus. In Romanesque architecture, the 
artist loves to decorate his arcades, sometimes by an 
alternation of projections, sometimes by an alternation of 
colours. When he wishes to break the continuity of the 
massive pillars of a long nave, which would otherwise 
obstruct the view, he places an isolated column after 
each of the pillars flanked by four columns, and by thus 
piercing the line of supports he allows the eye to see 
through and lose itself in the obscure depths of the 
side aisles. In this manner he obtains by alternation a 
poetical effect jas well as the pleasure the eye derives 
from variety. 

The manufacturer of striped tissues makes use of two 
alternate colours, sometimes boldly contrasted, as in yel- 
low stripes side by side with violet, sometimes alike in 
colour but differing in shade, as in dark and light blue. 

Occasionally in stuffs of a single hue, variety is gained 
by the mere contrast of brilliancy and dulness, as when 
for instance, a black dress has stripes of a satin-like 
lustre, alternating with stripes of a dull tone like velvet. 

The Egyptians who made more use of repetition than 
of alternation, did not however discard this latter mode 
of decoration in the ceilings and cornices of their 
temples, or in their pottery and jewellery. We find 
amongst them vases decorated all round the neck, with 
animals alternately red and black ; and jewels composed 
of an eye and a cross alternately. Sometimes the alter- 
nation is so complicated that the same figure or the same 
colour only recurs after several others, but always in 
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regular order and at equal distances. A band of yellow 
for example, will be followed by three bands, one of light 
green, one of red, and the other light blue, and this order 
being repeated all along the scotia, the band of yellow, 
supposing it were the first in order, will re-appear the 
fifth, the ninth, the thirteenth, and the seventeenth. 

Unity may in this manner alternate with different 
numbers, but only on condition that these numbers shall 
not exceed, or scarcely exceed, the numbers below ten; 
otherwise we should not be sensible of the alternation, 
and the periodical return of the same figure or the same 
colour, ceasing to arrest our attention, would only have 
the appearance of a caprice or a whim. 

Lastly, the simple disposition of the subject may intro- 
duce an agreeable variety into that which is only repeti- 
tion. This is the effect produced by a series of stars, 
bouquets, or flowers arranged in lozenges in the pattern of 
a wall-paper, imitating the order of trees planted in a 
quincunx. Each floret in this case will be at the ex- 
tremity of a V or in the centre of an X, in such a way 
that it follows and forsakes alternately the vertical line 
on which it was at first placed. Thus it may happen 
that the distribution of the subject without any variety of 
either figure or colour, may break the uniformity of a 
decorated surface, so much so as to resemble an alterna- 
tion. There are in the Basilica of Saint Mark, at 
Venice, pavements which represent white lozenges dis- 
posed on a red ground, following lines intersecting each 
other at right angles, in such a manner that the lozenge 
is sometimes on one line, sometimes on another, or if you 
will, sometimes vertical sometimes horizontal. From its 
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arrangement therefore, the design of this mosaic may be 
said to hold a'place between the two styles and to belong 
to both of thenu 

We have already seen of what importance in decora- 
tion is the economy of its subjects, since the character of 
the design may be entirely changed without the slightest 
alteration of either the figures or the colours of which 
it is composed, merely by a movement as on a chess- 
board, and may excite different sensations, or awaken in 
the mind fresh thoughts simply by the inclination or the 
reversal of the figure. 

In its relation to feeling, alternation is less elevated in 
its character than repetition: the latter may be almost 
sublime, the former never passes the limits of beauty. 
Variety in unity is in fact one of the sources of beauty^ 
but if alternation has more piquancy and charm, repeti- 
tion has more grandeur. When we hear in Egypt the 
monotonous music of the Arabs, which consists in the 
perpetual repetition of a few notes, and which has so 
happily inspired the author of Le Desert^ the impression, 
at first gay and lively, becomes gradually grave, and 
finally solemn : one forgets the dance, nay, even the 
music itself, and the mind is plunged into a deepening 
reverie, which changes what at first was pleasure into a 
sort of mental intoxication, and leads the Alm^es on to 
the delirium of the dance and the dervishes to their 
ecstasy. 

SYMMETRY. 

Passing from the vegetable to the animal kingdom 
by means of those insensible transitions we so often 
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find in nature, we see a constant reproduction of a 
species of repetition which, without being absolutely 
new, is altogether singular, — I mean sym/nietry. When 
we are brought face to face Tyith a living beings it seems 
to be composed of two parts whicli have been united 
down a central Ime, and these two parts, alike, without 
being identical, correspond in such a manner that the 
right side if folded over the left would cover it exactly, 
in the same way as one hand can cover the other. This 
similitude, or rather this perfect correspondence, is just 
that which we generally call symmetry. 

But the original meaning of the word symmetry, 
according to its Greek etymology, meant the state of 
a body of which all the members have a common 
measure amongst themselves {avv [lerpov) ; that is to say, 
it signified what we mean by proportion. Moreover 
these two things have so near a relationship to each 
other, that the words proportion and symmetry are 
almost interchangeable, because a symmetrical animal 
is always well-proportioned, and a well-proportioned 
animal is always symmetrical. Lastly, in a more 
general and extended sense, we give the name of sym- 
metry to any disposition of several objects arranged in 
a perceptible and pleasing order. 

The human figure, I mean the external conformation 
of the human body, having been constructed on a sym- 
metrical plan, man desires to find outside himself the 
order of which he is in his own person so striking an 
image. More than that, symmetry exists in his mind 
as well as in his body, since the organ of his judgment, 
which is reason, obeys a kind of moral equilibrium which 
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is logic. A decoration, without sjonmetry, or at any 
rate without a latent balance, would appear to us one- 
eyed or halting, and so would oflfend our sight as not 
being in accordance with o.ur understanding, A temple 
having its principal entrance in a comer of the building, 
would seem to us outrageous, because its fagade would 
bear no resemblance to the aspect of the human face. If 
it is the rule that the anterior peristyle of an edifice be 
always composed of an even number of columns, it is in 
order that the intercolumniations, three, five, seven, or 
nine in number, may have a centre where the great door 
should be placed. 

This need of symmetry in an edifice is so imperative, 
and has been so kdenly felt by artistic nations, that the 
Athenians the better to mark the central point of the 
facade of the Parthenon, took care that the space 
between the middle columns should be wider than 
between the others, while to right and left of the door 
the columns were closer and closer together. The archi- 
tect, instead of making symmetry apparent by equal 
spaces as is done in the present day, accomplished his 
purpose in an artistic and striking manner, by the equal 
repetition of unequal distances. We are speaking here 
of the decoration of public buildings, for private houses 
may sometimes dispense with symmetry when there 
exists a necessitv for its abandonment. We have an 
example of this in the Hocel Pourtalfes, at Paris, built 
near the Madeleine, from the design of M. Duban. This 
distinguished architect, having only a narrow plot of 
ground at his disposal, boldly and skilfully avoided 
placing the door in the centre of the building, lest 
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Bymmetry sliould oblige him to pierce tlie fa^e with 
apertures too mean or too near together, or the internal 
arrangement should be upset by the studied regularity of 
the exterior. But the world in general so keenly desire 
symmetrical arrangement, that we see houses every day 
with false windows, simply out of deference to public 
taste. 

One method of introducing symmetry into an orna- 
ment which as yet is only marked by repetition, is by 
introducmg intersection. Ziegler [Etudes CA-amiques) 
gives this name to that style of ornament produced by 
one object intersecting another. For example, if the 




EXAMPLE OF REPEAT BD INTERHECTIOK. 

series^of spears composing a railing be interrupted by a 
fasces or a pillar surmounted by a vase, the fasces or the 
pillar will form an intersection. So with the pilasters 
which break at regular intervals the continuity of a 
balustrade, like that with which Penault has crowned 
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the facades of the Louvre. The eye or the rose which 
cuts the horizontal divisions of the abacns in the 
Corinthian capital is a happy example of intersection, 
because while indicating a centre or a vertical line 
between two similar and corresponding parts, it intro- 
duces a perceptible symmetry on the face of the capitaL 




SIMPLE INTEB3ECTI0N FOHMINO STMMBTEY. 

In fact, when the intersection is repeated, it may be 
regarded as a form of alternation, for the pilaster inter- 




EIAMPLE or REPEATED IHTEBBECTIOS, 

secting a balustrade, and the fasces intersecting a railing, 
really alternate with a set of balnsters and a set of 
spears ; but, in this case, symmetry is made more appa- 
rent by means of repetition, since we have over and over 
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agam two rows of spears equal in height and size, one to 
the right and one to the left of each fasces, which 
answers to the common definition of the word symmetry. 
It seems to us then that Ziegler is mistaken in reckoning 
intersection among the principles of ornamentation. It 
is clear in fact from the examples that we have given 
and from those that he gives, that the intersecting object 
forms a kind of alternation when it is repeated, and of 
symmetry when it is singular. 

What is true of architecture, considered as decorative 
beauty, is no less true of those ornaments with which we 
enrich the objects that give a charm to our habitations 
and our everyday life. Pavements, carpets, hangings, 
wall-papers, pottery, and iron-work, are all subject to 
the same law, so much so that even those artists who 
seem to have purposely forgotten it, like the Japanese, 
are not without respect for it, as shown in their substi- 
tuting with delicacy and taste, equilibrium for symmetry, 
for the love of order co-exists in the human mind with 
the strongest desire for freedoin. If we compare a Greek 
or Chinese with a Japanese vase, however different the 
styles of decoration may be, they will bear a distant but 
appreciable resemblance to each other, in this sense, that 
the Japanese artist, much less faithful to symmetry than 
the Greeks and the Chinese, will nevertheless have pre- 
served a secret balance in the extreme whimsicality of 
his composition. See him lay, as if by chance, on a 
lacquered tray or a porcelain plate, this or that design, 
which will extend over one comer only of the ornamented 
surface : he will seldom fail to put in the vacant space, a 
crane, a blackbird, or a line of thin clouds, which will 

c 2 
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be enough to balance the picturesque view, and prevent 
it, BO to speak, from falling to pieces. 

The design of a pavement, whether it be simply 
repeated or its effect heightened by alternation, must be 
symmetrical, because the eye likes to find either in the 
intersection of the dominant lines, or in a central figure, 
the diagonals of the pavement if it is rectangular, and 
the point of convergence of its rays if it is circolar. 




EXAUFLE OF A CIRCULAR PAVEMEST. 

By discovering a symmetrical arrangement in the pave- 
ment of a vestibule, for example, the spectator concludes 
that the axis of the pavement is identical with, or parallel 
to, the axis of the building. Made evident to him by 
this symmetry, the unity of one part of the building leads 
him to understand the unity of the whole. The better 
to comprehend this fact, which, however, scarcely needs 
demonstration, let us imagine in the pavement of a 
square hall, a star placed outside the centre, or else 
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compare a comer paved in squares with a semicircle the 
pavement of which is fan-shaped. 

Symmetry, like repetition, whenever it strikes the eye, 
has something about it grave and imposing. It is, jpar 
excellence J the ornament of civil and religious ceretnonies ; 
it lends a national solemnity to the combined movements 
of a squadron, and to the evolutions of an army. This it 
is which gave an air of majesty to the gardens of 
Len6tre, and which mingled dignity with grace in the 
minuet of our ancestors. This it is which, strengthening 
the spirit of order and of family union, makes us feefl 
instinctively in a private house the cahnness and 
worth of its inhabitants ; this it is, lastly, which gives 
the greatest distinction to the festivities with which 
we wish to do honour to esteemed or illustrious 
guests. 

PROGRESSION. 

A poet stretched on the grass and indulging in dreams 
of reverie is gradually aroused by an indistinct noise, 
which though it as yet appears very distant, makes him 
listen attentively. It seems to him that this noise in- 
creases insensibly, and draws nearer. Casting his eyes 
around him, he perceives a storm gathering on the verge 
of the horizon, and which the wind is driving towards 
him. The clouds advance, the distant mutterings become 
more frequent and less indistinct. The sun disappears, 
the day grows gloomy, the sky is overcast, the darkness 
increases, the sound is more and more distinct ; and at 
last the storm breaks forth, the clouds are rent asunder, 
and after a terrific rolling, the thunder clap bursts. . . 
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Here we have a description of increasing progression in 
the sublime decorations of nature. 

But such a progression is not perceptible all at once ; 
for it we require the lapse of hours, and a continued 
series of impressions, which is not so in the case of 
ornaments invented by man : they must be seen like a 
picture, cT une seule fenStre^ to use the words of 
Leonardo da Vinci, or at least they must be perceived 
in their entirety, so that the mental gaze may have 
anticipated them before the eye has seen them in their 
completeness, otherwise unity would be wanting, and 
where unity is wanting there is no art. 

Let us suppose a series of colours from the darkest to 
the lightest, disposed in stripes on a surface which we 
wish to ornament, ranging, for example, from the darkest 
violet to the most brilliant yellow, or, if we please, from 
simple black to pure white : we shall have here an 
increasing progression, which, viewed reversely, would be 
a decreasing progression. "When the branches of a 
plant," says Bemardin de Saint-Pierre, " are disposed on 
a uniform plan of duninishing size, as in the pyramidal 
shape of the pine, there is progression. And if these 
trees be placed in long avenues diminishing in height and 
colour, as each tree does in itself, our pleasure is re- 
doubled, because progression here becomes infinite. It is 
owing to this instinct of infinity that we take pleasure in 
looking at anything that presents progression to us, like 
nurseries in different stages of growth, the slopes of hills 
retreating to the horizon at different levels, interminable 
perspectives. . . ." 

Perspectives! these are nothing more than highly 
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attractiTe examples of progreseioD, which, when made ase 
of in the decoration of a theatre, produce an illusion always 
delightful. Here again the natural phenomena of optics 
have taught us a science of which the genius of ornament 
has made an art. When we see at the extremity of the 
great enclosed court of a palace, an avenue of trees 
lengthening out the space or the distance as far as the 




EXAMFtS OF PROaKBBSIOX IN FEBSFECTIVB. 

eye can reach, we experience sometimes a double 
pleasure, first of all that of being deceived, and then that 
of becoming aware of the deception. 

And if the illusions of a simulated perspective are 
especially attractive when they hide the bareness of an 
indispensable wall, and change the appearance of a solid 
surface which would have offended the sight — one sees 
many examples of this at Bologna, — how could we do 
without the illusion produced by progression ia the real 
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perspective of a large garden, when a straight avenue 
leading to a group of statues, a summer-house, or a 
grotto, gives to the eye the poetic pleasure which 
belongs to the iDdistinctnesa of distant objects, and the 
mysterious effect of depth. 

There is no more suitable decoration for pyramidal 
surfaces, such as pediments, than a progressive ornament. 
The triangle formed by the front of the awning which 
shelters, with its glass roof, the steps leading to a door 
would be more suitably ornamented by an increasing and 
decreasing progression of a single figure, than by an 
ornament of volutes, some in one direction and some in 
another : the former of these ornaments would add to the 
effect of progression that of an intentional repetition, 
made more remarkable by being progressive ; the latter 
would simply be a meaningless jumble of twisted iron 
intended to €11 up a blank space. 

This artifice of progression is universally employed: 
the architect, the poet, the musician, and the orator 




EXAHFI.E OF PROGRESSIVE ORNAME: 



make use of it to produce impressions which would be 
unattainable without it. Jacob's mysterious ladder was 
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a progression that appeared to the patriarch in a dream 
and raised his thoughts from earth to heaven. The 
pyramids of Lower Egypt, built as they are in steps, are 
examples of the principle of progression, as are also the 
terraces in tiers of the gardens of Semiramis at Babylon, 
and the interminable stairs which led to the platforms of 
Persepolis — in fact the greater number of monuments 
designed in former times to embellish not only towns 
but also provinces. Again, have we not an example of 
progression in the swelling rhythm used in dramatic 
music, that crescendo which gently possessing itself of the 
least responsive soul, and warming it by degrees without 
giving it time to recover itself, causes it to rise with 
irresistible power to the paroxysm of passion as expressed 
by the crashes and outbursts of the orchestra ? 

In written and in spoken language, there are similar 
artifices made use of to carry away the mind from one 
extreme to another, from the most peaceful to the most 
terrible of ideas. A grave moralist, Boiste, in the 
dictionary which bears his name, gives this fine specimen 
of progression — "Temper leads to impatience, impatience 
to anger, anger to rage, rage to violence, violence to 
crime, and by this progression we pass from an arm-chair 
to the scafibld." 

Smoother and more simple in character are the pro- 
gressions made use of by the decorative artist. To speak 
correctly, this element is only employed in the decora- 
tion of buildings and towns, or else to give a lofty 
expression to national festivals, or to those great cere- 
monies intended to inspire a nation with a feeling of its 
dignity, and to give it an idea of its duty to justice and 
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to itselfi In the celebrated festival of the Supreme 
Being, of which Louis David had the arrangement, the 
altar of la Patne^ placed on the summit of a mountain, 
formed the termination of a progression which was 
imposing when the members of the Convention were 
seen advancing majestically and ascending slowly, carry- 
ing bouquets of ears of com and flowers. 

Progression then is only a mode of setting the mind 
in motion, and carrying it, in spite of itself, to a point 
where it will receive a strong impression which would 
not have struck it unawares or without preparation. It 
is for the artist a royal progress, whether he gives size 
to a garden by means of retreating lines, or imitates the 
skill of the Egyptian architect, who led the eye through 
solemn avenues of sphinxes to the portals of the Theban 
temples, and afterwards by rows of columns to the doors 
of closed and dim sanctuaries. 

CONFUSION. 

Although Order is the sovereign law of the decorative 
arts. Confusion may also play a useful part in ornament 
and even come into operation as an equivalent of Order 
itself. " A fine disorder is often an effect of art," says 
Boileau, but before he had said this, Nature had shown 
it. By the charm which she has thrown into the careless 
foliage of the trees, by the way in which she has spotted 
the granite, variegated the jasper, and embellished mar- 
bles with irregular veins and unexpected touches of colour, 
she has presented us with charming models of decorative 
confusion. Every day we see women pass by dressed in 
Astracan fur, the sole beauty of which consists in the 
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confused arrangement of the hair, which, naturally curled, 
is divided into irregular ringlets, turning in every 
direction, and forming brilliant wavelets on a black 
ground* 

The leaf of the St. John's wort is ornamented with 
exquisite delicacy, when we see in the sunlight its little 
transparent points which give it the effect of being pierced 
¥dth a thousand holes. But it is essential to remark 
that in this example, as in others, confusion should be 
balanced, that is to say, should have a latent equilibrium 
running through all the ornaments scattered upon the 
object ornamented. If these transparent points were not 
distributed upon the perforated leaf so as to shine a little 
everywhere, if all the large holes were on one side and 
all the small ones on the other, the balance would be 
defective, and the eye, therefore, offended. That which 
is a delicate ornament would be nothing more than a 
curious freak. 

Looking at certain frescoes of Raphael as simple mural 
decoration, we become aware of this law, the knowledge 
of which the great painter possessed intuitively ; and we 
admire the way in which the numerous figures of The 
School of Athens^ which seem, some of them to be ac- 
cidentally isolated, and others to be grouped by the mere 
chance of a sympathy of feeling or a casual encounter, 
really form masses which, in spite of their apparent want 
of arrangement, balance each other, and supply what was 
wantmg in symmetry. 

Let us remember, however, that it is not for man to 
employ confusion as a decorative element with the same 
freedom that appears in the works of Nature on a large 
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scale. The country, which in the spring is covered with 
buttercups, primroses, and bhie hyacinths, has no regular 
boundaries of its own. If agriculture and the jealousy 
of property had not divided and enclosed it with formal 
divisions, it would present no order in its outlines. Con- 
fusion in this case is not only in the flowers sown in the 
tender green with no apparent regularity, it exists also 
in the whole plan of the meadows. So it is with the 
stars scattered by handsful in the skies by an invisible 
sower. So also with the woods with which Nature has 
covered spontaneously uncultivated tracts. If we look 
at them from an eminence we see a multitude of trees of 
different sorts, arranged at random, which have grown 
up in disorder close together or apart, scattered or in 
groups, and which nevertheless form an agreeable array, 
but as a decoration without beginning and without end. 
So the Confusion which embellishes the great spectacles 
of the universe is not redeemed by any design that we 
can possibly grasp : it forms part of a plan whose equi- 
librium escapes us, and whose immensity confounds us. 
On the contrary, the ornaments with which man embel- 
lishes his works would not have the appearance of dis- 
order were they not circumscribed by a frame which 
marks the boundaries, gives regularity to the area, and 
thereby indirectly produces symmetry. When the 
Japanese artist ornaments the angles and comers of a 
box in black lacquer with a landscape in gold, he deems 
it useless to dispose his subjects in regular order, because 
he reckons on the regularity of the box to balance the 
whimsicality of a decoration so strangely distributed. 
The artist is at liberty to employ confusion because the 



THE GENERAL LAWS OF ORNAMENT. SB 

cabinet maker had kept in view geometrical arrange- 
ment. 

I have seen at Cairo carpets wbicli the Oriental 
coloorist had sown with chiysantbemums on a quiet 




OHSAUEXT. 



ground, where varieties of green and dark yellow were 
blended, to imitate the effect of a meadow glistening with 
daisies like stars fallen from the sky on the grass ; bat 
the carpet was surrounded by a border, which framed, so 
to speak, this enchanting confusion. 

Raphael, in that same fresco of The School of Athens, 
of which we have just spoken, has balanced, by the rig^d 
lines of an architectural deception, the different move- 
ments which broke the uniformity of his plan. Michael 
Angelo also, in the ceiling of the Sixtine Chapel, has given 
the appearance of architectural compartments, to counter- 
balance, by the quiet of horizontal or vertical lines, the 
contortions of his writhing and tortured figures : m this 
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way these two great masters have preserved freedom in 
symmetry, and symmetry in freedom. 

The human body, although it be the very type of 
order, exhibits nevertheless in its hair, especially when 
it curls, a natural disorder analogous to the confusion of 
the fohage of the trees. Thus Herder has compared 
the hair of a man to a sacred wood which covers the 







or SECORATITG CONFUSION. 



mysteries of thought. To sum up, when we come upon 
an old tower in ruins in some deserted spot, if it is clothed 
with ivy and carpeted with moss,, if it is adorned with a 
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wild vine with twisted stem, shoots climbing at random, 
and pniple and golden foliage, we are pleased to find in 
the midst of such admiied confusion the lines, stttl exact, 
of the battlements and loopholes, and the remains of 
symmetry in the mullions of the Gothic casement 
sprinkled with green and variegated with flowers. 

In the hands of the designer, then. Confusion is only a 
method of rendering order invisible in a happy disorder. 
Here, as elsewhere, contraries meet, extremes touch. 

Such are the principles of all decoration. It is enough 
to follow and combine them to give existence to or- 
naments as numerous as the sands of the sea, but which 
are either repeated, or alternated, or symmetrical, or 
progressive, or thrown into a confusion which is re- 
deemed by a latent equilibrium. 

But each one of these principles is accompanied by a 
secondary element derived fi-om it, and which, multiply- 
ing the resources of the omamentist, allows him to give 
an infinite variety to his combinations. 

To REPETITION belongs Consonance ; 

„ ALTERNATION „ Contrast; 

„ SYMMETRY „ Radiation; 

„ PROGRESSION „ Gradation; 

To Balanced CONFUSION „ Deliberate Complication* 

CONSONANCE. 

m 

In the arts which form the subject of this book, Con- 
sonance is that which reminds us of a dominant harmony. 
When the leaves of a plant are arranged round its 
branches, in the same way as the branches themselves 
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^e arranged round the parent stem, as in the pine, there 
is consonance. " It is very remarkable," says Bemardin 
de Saint-Pierre, ^' that the most beautiful harmonies are 
those which have the most consonance. For example, 
nothing in the world is more beautiful than the sun, and 
nothing is more frequently repeated than its form and its 
light. It is reflected in a thousand ways by the refrac- 
tion of the air, which makes it visible every day in all the 
horizons of the earth, before it has risen and after it has 
set ; by parhelia, which sometimes reflect its disc three or 
four times in the foggy climate of the North ; by rain 
clouds, in which its refracted rays form a bow of many 
shades of colour, and by the waters, whose reflections 
represent it in an infinity of places destitute of its 
presence, in the meadows, among the flowers covered 
with dew, and in the shade of the green forest. The 
sombre and uncultivated earth again reflects it in the 
transparent particles of gi-ains of sand, micas, crystals, 
and rocks. She presents to us the form of its disc and 
of its rays in the disc and in the petals of a multitude of 
radiating flowers. And finally this beautiful luminary is 
itself multiplied indefinitely in a variety of ways unknown 
to us, m the numberless stars of the firmament, which 
the sun discovers to us as soon as he forsakes our hori- 
zon, as if he only hid from us the harmony of the earth 
to make us perceive the harmony of the heavens." 

This passage from Bernardin de Saint-Pierre suffi- 
ciently explains the meaning of Consonance, and how the 
decorative artist, following the example of Nature, may 
make use of it. In ancient poetry, consonance was 
personified by that nymph, daughter of the Air, who, ou 
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the banks of the Oephisus, repeated the last words that 
she had heard. Ornament has its echoes of form and 
colour, as music has its echoes of sound, literature its 
echoes of syllables, and painting its echoes of light. 

Every one knows that in oratory, consonance, or, if 
you please, assonance, gives an incisive e£fect to words. 
It sets a seal to proverbs which are the echoes of 
experience, and impresses them more deeply on the 
memory. " If youth haeio^ if old age could — He who 
lives will see — he who has lived has seen^' — these are 
consonances which throw thought into relief, and preserve 
it from oblivion. 

Poetry, by redoubUng its rhymes, produces a similar 
effect : — 

^ La voix grele des cymbales, 
Qui fait hennir lea cavales, 
Se melait par intervalles 
Aux bruits de la grande mer." — V. H. 

The great architect who built St. Paul's Cathedral, Sir 
Christopher Wren, has recalled the dominant feature of 
the edifice, the cupola, in the apse of the choir, and in 
the two small circular projections with their columns 
which form the porticoes of the side entrances. 

Titian, Veronese, Rubens, those great colourists, have 
brought their tones into consonance by the repetition of 
their harmonies. In the famous Assumption of Titian as 
in the Marriage of Carta by Veronese, notwithstanding 
the apparent diversity of the tones employed, it is on the 
contrast often repeated, of a very few colours, a contrast 
sometimes prominent, sometimes subdued, that the 
magnificence of the spectacle in a great measure depends. 
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The colouring of Rubens, when well examined, is less 
harmonious, less striking, less fascinating, than the skill 
with which he has blended warm colours with cold 
tones, and cold colours with warm tones. Stop before a 
picture of Rembrandt : the light, or rather the fantastic 
gleam, which falls upon the principal figures, is re- 
produced indistinctly in the background by the softer 
half lights, which in their turn again throw a mysterious 
reflection on the shadowy figures, till at last the light 
becomes gloom, and the gloom becomes night. 

However little taste he may possess, the upholsterer 
always contrives to have an echo to the dominant colour 
of the furniture in his other colours. He borders, for 
example, the yellow curtains of a room furnished in 
green with a green stripe, and vice versd^ the tassels and 
braid of green furniture he covers with yellow : this is 
the principle of Rubens. If he covers the walls with a 
hanging or paper, he is careful to choose a distinctive 
border, in which, nevertheless, the most striking colours 
of the hanging or the paper will re-appear in such a way 
as to soften down the contrast by harmony. 

But it is especially in the dress of women, as we shall 
see by and by, that harmonious repetitions are essential ; 
while at the same time there must be some intermixture 
of dissonance, delicately managed or skilfully accom- 
plished. 

CONTRAST. 

If you make a red stripe follow an orange stripe in a 
stuff, you simply produce alternation ; but if the stripes so 
placed are the complementary colours one of the other, 
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as orange and blue, yellow and violet, red and green, you 
will have a most lively contrast. In the same way, a 
series of circles and ovals would only present alternating 
forms ; while a circle and a rectangle, a cube and a 
sphere, would be decidedly contrasting forms. 

Contrast is then the highest degree of alternation. 
Nature uses it to distinguish her harmonies, to throw 
into relief the different characters of her works, to give 
spirit to her pictures, and brilliancy to her colouring. 
In a general way she contrasts the colour of the animal 
with that of the ground on which it lives. The verdure 
of the pastures contrasts with the. colour of the ruminat- 
ing animals spotted with white, fawn colour, brown or 
black, and the slate coloured plumage of the water wag- 
tail stands out on the skin of the flocks on which it 
settles. Flowering plants have, doubtless, green leaves ; 
but there is no natural flower in the world of which the 
colour is green ; so that the background which throws 
the flower into relief is at once brought to mind by a 
consonance, and distinguished by a contrast, or at any 
rate by a difference which sufficiently distinguishes the 
colours. 

On the brown bark of trees, climbing birds, such as 
the titmouse, the lapwing, and the woodpecker, betray 
their presence, the last by a yellow rump and a red 
hood, the former by a black or blue head, and the 
other by the brown orange of its wings. Insects varie- 
gated with the prettiest colours, such as the butterfly^ 
are always visible whatever may be the ground on which 
they settle. But the law of contrast is not universal in 
nature; and it often happens that animals, from the 

D2 
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colour of their skin or plumage, are confounded with the 
earth on which they live, as though to help them to 
escape the observation of enemies who might attack 
them. The hare, the lark, the partridge, are of an 
earthy brown colour ; which contrasts, it is true, with the 
grass of the fields, but which allows them to conceal 
themselves between mounds of earth and become invisible 
to the sportsman. The camel is the colour of the desert. 
. Moreover, animals and plants possessing neither grace- 
ful forms nor beauty of colour do not need to be made 
visible by the force of contrast. Let the useful be known 
to us, that is sufiBcient. The beautiful alone should be 
seen, and clearly seen. 

Therefore, man cannot always imitate nature in the 
arrangement of his ornaments. To adorn a person or a 
thing is not simply to cause them to be seen, it is to 
cause them to be admired; it is not simply to draw 
attention to them, it is to lead the spectator to regard 
the object or person beautified with feelings of pleasure. 
If contrast be needed, let it be used, on condition that it 
be used as a means of rendering the whole more power- 
fill, brilliant, and striking. 

If orange must predominate in a decoration, let blue 
be mingled with it, but sparingly, so that the comple- 
mentary colour of orange may be its auxiliary and not its 
rival. A contrast of round and angular shapes would be 
displeasing in the highest degree if one of these forms 
competed with the other in importance, in volume, or 
in extent. Do you wish to give depth to a hall already 
deep, make it narrower, and the contrast obtained by the 
loss of width will increase the depth. 
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If the lights and shadows of a picture were distributed 
at regular distances, the effect would be cold, and would 
give no pleasure to the eye. So the great masters have 
invariably made contrast subordinate to the beauty of 
the whole. In Rubens we see the triumph of the gay 
effect of light, in Rembrandt the poetry of shade 
dominates. 

Like all other creations of the human mind, the 
decorative arts are subject to this law — that two con- 
trasting objects, far from disturbmg unity, ought on the 
contrary, emphatically to strengthen it, by giving more 
play to that one of the two objects which we wish to 
bring into prominence. In music the accompaniment is 
a mode of contrast which supports the melody without 
overpowering it, and is moderated or subdued to give 
prominence to it. In the dramatic art, when the poet 
mingles some comic incidents with his most harrowing 
scenes, his aim is not to vary the impression, but to 
render sorrow more sorrowful, and tragedy more tragic. 

RADIATION. 

On entering St. Peter's at Rome, we perceive at the 
end of the basilica a golden light which casts its rays in 
every direction and shines forth in the midst of a Glory of 
angels. It is an invention of Bernini to illuminate by the 
transparency of a crystal the chair of St. Peter which is 
beneath the Glory, and to decorate in a magnificent 
manner the tribune of the church. Here we have an 
example of radiation applied to structural decoration 
in a manner which reminds us, no doubt, a little of the 
theatre^ but is yet grand and imposing. 
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In the animal kingdom, radiation is a form of symmetry, 
but it differs from it in that all its parts are alike, while 
symmetry admits of the similitude of the bilateral 
members, and at the same time of the disparity existing 
between the upper and lower organs. That which in a 
symmetrical body is disposed along a vertical line, is in 
a radiating body ranged round a central point, but as it 
is easy to imagine an axis passing through the centre, we 
may ikus reduce the radiating form at least to bilateral 
symmetry. 

If symmetrical animals are superior to radiating 
animals, if symmetry — the perfect proportion of the 
human body — corresponds to what is most elevated, 
grand, and noble — thought ; we must also acknowledge 
that radiation, by the very fact that it characterises the 
rudimentary works of creation, anterior to the appearance 
of man on our planet, belongs to epochs when the world 
presented nothing but spectacles of sublimity. It is by 
its rays that the splendour of the sun is manifested. It 
is by radiation that all the stars shine in the sky, and 
that the aurora borealis • shoots forth in the depth of the 
night its luminous colours. Finally, when man himself 
raises his eyes to the constellations, or looks around him, 
it is by radiation that his soul puts itself into communi- 
cation with the universe, and contemplates it from the 
depth of that camera obscura, the human eye. 

But radiation appears in the smaller as well as in the 
greater works of nature. The spider's web is a tissue 
whose threads radiate ; the ocean is peopled with ray -like 
zoophytes, such as star-fish, halcyons, and sea-anemones. 
Everywhere on the earth the dandelion flourishes with its 
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golden rays, and before they are honoured with a place 
in our gardens, the Easter daisy, the blue-bell, and the 
periwinkle adorn the fields and the woods with their star- 
like corollas* 

Why then should not the decorative artist count the 
radiated form among the elements of his art? The 
gardener working on a grand scale, likes to make his 
alleys converge to a central point, distinguished by a 
column, a monument, a cascade or a fountain. By 
making several streets converge round a central space, 
the artist decorates a great town magnificently, and gives 
it importance. He knows the impression produced on a 
traveller who discovers in the heart of a forest a radiating 
centre from which the various paths retreat and are lost 
to view, and who finds himself surrounded by scenes full 
of deep poetic meaning. Sometimes, in a more limited 
area, his ponds have the form of a shell, sometimes the 
back of his trellised arbours spreads out like a fan. 
. And how frequently do we find radiation in interior 
decoration, whether it be in the ornamentation of a 
. spherical vault or the embellishment of an apse, whether 
the intention is to give a happy form to the holy-water 
basin in a church, or to arrange artistically the pavement 
of a round, elliptical, or semi-circular hall ! In the Pan- 
theon at Rome, the vault of the cupola is ornamented 
with compartments which diminish in size in proportion 
as they approach the eye, that is to say the opening 
pierced in the top of the vaulted roof; and in this way 
converging curves follow each other so as to form a 
decoration which unites the grace of a curvilinear radia- 
tion with the charm of a decreasing progression. Under 
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the dome of the Invalides, at Paris, before the crypt had 
been excavated which was to contain the tomb of 
Napoleon^ there was a marble pavement designed by 
Mansard whose radiating configurations corresponded 
with the arrangement of the vaulted roof, and recalled to 
mind the projections and recesses of the building above. 

When a bird flies or hovers in the air, its extended 
wings form a radiation which the Egyptians happily 
imitated by carving a vringed globe, sometimes in the 
concave moulding of the cornice which crowns the doors 
of their temples, sometimes on the smooth stonework 
which surmounts them. Every day we see great vases 
adorning the gardens or the vestibule of a palace, orna- 
mented with elongated ovals {gadroons)^ which, starting 
from a pivot, follow the curves of the body of the vase, 
either in a vertical direction, or so as to form elegant 
spirals. Lastly, it is upon a principle of radiation that 
the goldsmith often works in ornamenting plate, and the 
watchmaker in tracing the curved lines on the back of a 
watch. 

We shall have to notice by and by, how gracefully 
radiation may be applied to the dress of women, and to 
general decoration. 

GRADATION. 

Gradation is not quite synonymous with progression. 
The former of these two words invariably expresses what 
the latter sometimes fails to express, a series of adroitly 
managed transitions. Progression may be animated, and 
even irregular, gradation is never so. 

As in the science of numbers we distinguish arith- 
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metical from geometrical progression, so we must dis- 
tinguish in speaking of design and colours, what is 
graduated from what is progressive. The terms 1, 3, 5, 

7, 9, which preserve amongst themselves an interval 
invariably equal, bear no resemblance to the terms 2, 4 

8, 16, 32, which are separated by gradually increasing 
intervals. This is precisely the difiFerence which exists 
between gradation and progression. The one resembles 
a slow, almost imperceptible advance, the other a series 
of steps which may either decrease or increase rapidly. 
The latter is a regular succession of changes, the former 
a linked series of shades. 

In ascending or descending the scale of colours, like 
the gamut in music, if we pass from violet to yellow 
through all the intermediate hues, garnet, red, deep 
yellow, orange, and saffron, and if we descend from 
yellow to violet by sulphur, green, turquoise, blue, and 
sky-blue, we shall have an increasing and decreasing pro- 
gression. But if you suppose all these colours slightly 
modified by chiaroscuro, that is to say by their combina- 
tion with black and white, you will obtain for each of 
them a dull half tint, which making the colour vibrate on 
itself, would render the transition from the one to the other 
softer. Light green would precede pure green, whichy 
followed by dark green will melt more easily into the 
varieties of blue. What was a progressive disposition 
will become a shaded gradation, like that which leads 
us through dawn to daylight, and through twilight to 
night. 

The English, in the present day, sometimes decorate 
the interior of their rooms by substituting paint or stucco 
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for paper, and intenningle colours very finely blended, 
nor do they find any transition too delicate. It is not 
yet time to estimate this use of gradation in the art of 
which we are treating, but it is easy to see that all modes 
of ornament have a reason for their existence ; that ac- 
cording to the feelings or sensations to be produced in 
the mind of the spectator, we should make use of abrupt 
contrasts, imperceptible progressions, or the tenderest 
gradations of colour. 

The decorator may doubtless occasionally allow him- 
self to use a striking and unexpected efiect to start 
with, following the example of the orator who sometimes 
ventures on an abrupt exordium ; but it is more natural 
to walk than to jump, and if the unexpected is more 
striking, graduated impi:essions are always grander and 
more desirable. There are persons who display all their 
treasures in the vestibule of their houses, and it is some- 
what the fashion now a days to turn it into a museum, to 
such an extent that in passing through the antechambers 
to the reception rooms, the visitor, speedily disappointed, 
finds the luxury of the saloons in which he is received 
meagre and insufiicient. 

Like nature, who to use the words of Linnaeus, only 
advances by measured steps, non facit saltics, the mind 
of man finds more pleasure in gradations than in sur- 
prises. The poet, who rambling in the country, sees a 
village wedding pass by him, and hears with a smile 
the harsh music of the fiddlers, soon finds a certain 
charm in listening to- this music, gradually softened by 
distance, and in resuming his peaceful reverie in propor- 
tion as the noise dies away and loses itself in silence. 
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COMPLICATION. 

*' Complication," says Ziegler, " is another aspect of 
the art which owes its origin to the sentiment that 
Daedalus expressed in the plan of his labyrinth, Solomon, 
in his mysterious seal, the Greeks, in the interfacings of 
their winding ornaments, the Byzantines, the Moors, and 
the architects of our Cathedrals, in their finest works. 
Interlaced ornaments, mosaics, the intersections of arches 
and ribs, all spring from complication." 

We know not how to give a juster idea of complication 
than by defining it by well-chosen examples ; for the word 
itself, like the thing which it signifies, is a little obscure. 

To introduce complication into an ornament is to pro- 
voke the curiosity of the spectator and to rouse him to 
an investigation which promises to be of interest, Alex- 
ander, great as he was, when he cut the Gordian knot, 
only acted like a rough soldier. However little of an 
artist he may have been, he might have chosen to re- 
solve by other means than by the sword, the graceful 
problem of that complication which is a charming irony in 
^xt and so familiar to the Orientals, When we see their 
cords so skilfully plaited, their ornaments in which 
straight and curved lines intermingle, cross, branch out, 
disappear and recur, to be lost again and again to re-ap- 
pear, we experience a singular pleasure in unravelling a 
puzzle which appeared undecipherable, and in acknow- 
ledging that a latent arrangement has only complicated 
what at first, and at a distance, appeared an inextricable 
confusion. 

The ornamental style of the Arabs, that style which 
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has created wonders in the mosques and houses of Cairo, 
was invented by the genius of complication ; but as this 
complication is generally originated by an entanglement 
of geometrical figures, it conceals a regularity which 
enables us to unravel the enigma. Sometimes a star, 
scarcely apparent, is repeated in the ornament, accom- 
panied by smaller stars, and then we finally trace it 
through a maze of interrupted curves and broken lines. 
Sometimes, it is a polygon, of which all the sides form 
the chords of a circle, which the designer has effaced 
after having traced it, and then the radii cutting the 
circumference on points marked by the compass, are 
carried further in order, and changing their direction 
form smaller polygons connected among themselves by 
invisible trapeziums, -so that by means of purposed turn- 
ings and windings, all these divergent radii resolve them- 
selves into new convergences. 

But when the surface ornamented according to 
Arabian taste has no dominant subject indicated by its 
isolation or by its colour, the spectator has only before 
him an assemblage, regularly confused, of triangles, 
lozenges, wheels, half moons, trefoils, imperfect penta- 
gons and unfinished meanders, which penetrate, intersect, 
balance and correspond to each other, approach to re- 
treat, and touch one moment to depart the next, and 
dissolve themselves in a labyrinth without outlet and 
without end. 

The Arabs have thus realized the strange phenomenon 
which consists in producing an apparent disorder by 
means of the most rigorous order. Like their end- 
less tales, in which imaginary events are woven and 
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mingled together, and in which we like to lose ourselves 
with the narrator, the web of their ornaments gives the 
mind the pleasure of having its curiosity excited, and the 
delight of unravelling the complication. 

The following figure forms a mnemonic image of the 
truths developed in this Introduction and brings them 
before the eye. 



ORDER. 




ORDER. 



The result of all that we have now said, summarily 
stated, is, that there is no decoration in the works of 
nature or the inventions of man, which does not owe its 
birth to one of the originating principles which we have 
enunciated, namely— repetition, alternation, symmetry, 
progression, and balanced confusion; or else to one of 
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these secondary causes, — consonance, contrast, radiation, 
gradation, and complication ,• or, lastly, to a combination 
of these different elements, which all finally lose them- 
selves in a primordial cause, — the origin of the move- 
ments of the universe, order. 



DIVISION OF THE WORK. 

At a time when more interest than ever is felt in the 
decorative arts, at a time when everyone seems eager to 
occupy himself with them, it is somewhat strange that the 
object most worthy of ornamentation, the human figure, 
should be forgotten, and that we should not give our at- 
tention to ornamenting persons before decorating objects. 

Read a list of the decorative arts : you will see in the 
first rank goldsmiths' work, pottery, carving in wood 
and ivory, engraving, the manufacture of weapons and 
carpets ; we also reckon amongst the professions which 
art ennobles, that of the jeweller, the glass manufacturer, 
the enameller, the worker in mosaic, in bronze, and in 
iron, and the bookbinder; — but we shall find there 
no mention made of the man who invents a nfew style of 
dressing the hair, nor of her who designs costumes and 
fashions, as if as much, nay more taste were not required 
to devise a tasteful arrangement of the hair, to choose a 
material and adapt its form and colour to living beauty, 
to adjust laces, knot ribbons, arrange flowers and 
feathers, handle blond, tulle, and gauze, as to ornament 
a morocco binding, design a pavement, turn the iron of 
a railing, or invent a pretty keyhole. 

Nevertheless, what a contrast between the grace of a 
living being and the beauty of a lifeless object. A vase, 
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a lustre, a lacquered tray, a chandelier, if artistically de- 
signed, are objects of pleasure to our sight, but nothing 
more ; but when we see a woman adorned both by nature 
and art, if we acknowledge to ourselves that she pleases 
us, we soon strive to please her, and this mutual feeling 
it is which, suffices to make the embellishment of the 
human figure, beyond all other decoration, the most in- 
teresting, pleasing, and noble, because it bears on the 
sympathy of minds and the interchange of soul. 

Our aim, then, in this work, is to begin with animate 
creatures, and following the order of the formation of the 
world we live in, to pass from the simple to the com- 
pound. The individual, the family, and society — such 
are the three aspects under which the human race is pre- 
sented to us. It seems, therefore, natural to divide this 
book into three parts, the first of which will be devoted 
to the decoration of the person, the second to the orna- 
mentation of the house, and the third to the decoration of 
towns a^d public edifices. 



BOOK L 

THE GRAMMAR OP THE DECORATIVE ARTS. 



PERSONAL ADORNMENT. 

Before entering upon this delicate, subtle, and attrac- 
tive subject, we must repeat some of the ideas that we 
have put forward, in the Grammar of the Arts of Design^ 
touching the aesthetic character of lines and colours. 

It is scarcely credible, but it is with bare lines, with 
stiflf geometry, that the study of personal adornment must 
begin* That beautiful woman who, unknown to herself, 
is enclosed in a network of inflexible parallels like a bird 
in its cage — an invisible trelliswork of horizontal and 
vertical lines confines the free play of her beauty. She 
appears to have been draughted by a Supreme Designer, 
who, effacing the right angles that he had traced to con- 
struct her figure, only left the grace of it to be seen. 

The model of the human body being free, not with- 
standing its symmetry, and symmetrical notwithstanding 
its freedom, we shall naturally look to find even in its 
movements the vertical and horizontal lines that the 
Designer has effaced, some trace of which nevertheless 
exists in the axes of the body, in the central line of the 
face, and in the parallelism between the eyebrows and 
the eyes, and the eyes and the mouth. But if by the 
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help of our imagination we supply these half vanished 
lines, or if we trace them anew, as they have at once a 
mental significance and a value appreciable by the sight, 
we cannot fail to catch the power of their twofold 
expression. 

VERTICAL AND HORIZONTAL LINES. 

L 

IN PERSONAL ADORNMENT, THE REPETITION OP VERTICAL LINES TENDS 
TO ADD HEIGHT TO THE FIGURE, AND THE REPETITION OF HORI- 
ZONTAL LINES TO ADD WIDTH TO IT. 

We have said and proved in the Grammar of the Arts 
of Design^ that vertical, horizontal, and oblique lines pro- 
duce sensations as well as awaken feelings ; but here we 
have only to consider them with regard to the judgment 
of our sight ; I say judgment^ because the eye of man; 
although an admirable instrument, is yet a very imperfect 
one, and would be led away by continual illusions and 
errors, if experience did not perpetually step in to rectify 
these errors, and put us on our guard against these 
illusions. Learned men have demonstrated, and our 
every-day observation confirms it, that the eye is not 
simply a passive organ of sensation, it is also the pupil of 
the judgment and feeling. It begins by being a defective 
instrument at the service of the mind, which in due 
course corrects and brings it to perfection, so that it may 
the better make use of it. 

This being the case, let us examine what would be the 
impression produced upon us by seeing a repetition of 
vertical and horizontal lines. 

The vertical line raises itself, the horizontal extends 
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itself ; the one is erect, the other is prone. Therefore it 
is natural that these two lines should be connected with 
totally different ideas. What do we mean by the height 
of a body ? We mean the number of degrees that it 
occupies on the vertical scale. A well grown man being 
five times as high as he is broad, presents a figure in 
which the direction of height is the one which strikes us ; 
but in order that the height may impress us, the figure 
must be perpendicular to the ground. 

On the other hand, animals, whose bodies are parallel 
to the line of earth, are always longer in the direction of 
that line than in the direction of height : this is true even 
of the elephant, although he is so thick set, that he might 
almost be said to be square. But no sooner do they 
raise themselves above the horizon than height predomi- 
nates in the profile presented by their figure. The dog 
that is made to dance, the horse as he rears, the goat 
browsing on the leaves of a tree, change their dimensions 
so to speak, by becoming higher than they are long. 
And if the natural conformation of the animal makes his 
body follow an oblique line, his tendency towards a ver- 
tical line gives him immediately height instead of length. 
The giraffe, for example, may be said to be upright, 
because his hinder quarters being much shorter than his 
fore quarters, he almost appears to be erect. The same 
holds good with regard to trees and plants : most of them 
tend upwards, so their size is measured by height, while 
as to the plants which spread out their branches or creep 
on the ground, like the rhododendron and the mahonia, 
their leading dimensions are measured in a horizontal 
direction. 

E 2 
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In arcMtectare, the supports which are necessarily 
vertical, such as pillars, piers, and columns, are always 
higher than they are wide, however thick and short they 
may appear to be ; on the contrary, the parts supported, 
however massive they may be, are more developed hori- 
zontally than in height. This is why we attach the idea 
of height to what is vertical, and the idea of width to 
what is horizontaL 

This being the case, given two surfeces equal in 
dimensions, two circles for example, the one divided 
by vertical lines will appear a little increased in height, 
because by repeatedly insisting on the idea of height, 
these lines will direct our thoughts towards that dimen- 
sion. Both circles will have a slight tendency to an 
oval, each in the direction of its lines. So, if we take 
two squares instead of two circles, the perpendicular 
lines will give height to the one, the transverse lines 
will give width to the other. 

, Let us at once say that physical experience may lead 
us to two different results. If the convexity of the eye 
be more decided from top to bottom than from right to 
left, vertical lines will be seen most clearly. If the eye 
on the contrary be more convex from right to left than 
from top to bottom, horizontal lines will strike it most. 
But here we must draw a distinction between la vue- 
sensation and la vue- sentiment^ and quote as bearing 
on this subject the apposite observation of Voltau-e, — 
*' When I see a man five paces off, his diameter is double 
or nearly so what it was when I saw him ten paces 
off, and yet that man always appears to me the same 
size. Neither geometry nor physics can solve this 
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problem'' {PMlosophiede NewtoTi). The truth is that 
our eye, instructed and schooled by our intelligence, 
has ceased to transmit to it illusions which it would not 
accept. The instrument, at first passive, has become as 
reasoning and sensible as its master. 

Moreover, if science pursues exact truths, art exists 
on pleasant fallacies. The great engravers teach their 
pupils — ^my masters Calamatta and Mercuri so taught 
me — that the perpendicular lines at the bottom of a 
picture are those which are the best seen ; that to tone 
down certain objects and make them recede, or to spread 
them out, like water, they should be represented in pre- 
ference by level lines^ Now there is no doubt that of 
two equal surfaces the most prominent would appear to 
be the largest, and this could only be in the sense which 
we have pointed out. 

Women, who in their dress are artists, par excellence^ 
have not consulted philosophers to know how to set oflf 
their beauty or hide their defects. They make use of 
la vtce-sentimentj and are guided by it alone. You 
would never persuade a woman embarrassed by her 
height to wear a dress striped lengthways, nor a little 
woman to try to add to her stature by means of hori- 
zontal stripes. Women understand instinctively, in a 
wonderful way, that the attention should be drawn in 
a different direction to that of their defects. Our first 
proposition is for them an axiom. 

We are then in possession of a primary law which can 
be applied both to persons and objects. The repetition 
of vertical lines on a surface gives height; the repeti- 
tion of horizontal lines, width. Thus it is proved that 
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frigid and abstract geometry has a secret connexion with 
elegance, and may give counsels to beauty. 



UNITY. 

II. 

IN DRESS AND ORNAMENT, UNITY IS AN ELEMENT OF SIZE. 

The preceeding observations touching the education 
of the eye by the mind, authorise us in saying that 
aesthetics and pure physics are two sciences which are 
not always in perfect accordance, although doubtless 
.they may be reconciled in a higher identity. Certain 
natural philosophers, particularly M. Laugel, the author 
of an interesting book called L' Optiqtie et Us Arts^ the 
object of which is sufficiently explained by its title, 
maintain that the idea of size is inseparable for us from 
the idea of measure ; that what is undivided always 
appears to us too small, that " of two lines of the same 
length, the one divided into a certain number of equal 
parts, the other undivided, the latter would appear the 
shorter." 

If that were true, aesthetics would in this case be com- 
pletely at variance with physics. Morally, to divide is to 
lessen. In the social scale, the division of inheritances 
hias diminished the greatness of families. In the art of 
war, the surest method of weakening the enemy is to 
divide his forces, and common good sense has expressed 
these different truths by an adage — Division^ destruction. 
It would be strange if the laws of the mind were so little 
in harmony with the laws of optics. Let us try and 
eolve this problem, not by geometry, as Voltaire says, 
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but by aesthetic observation, that is to say by the 
decisions of feeling. 

And in the outset we must make a distinction. The 
philosopher may be right as regards a very extended 
surface, such as we see sometimes represented in archi- 
tecture. Let us imagine, for instance, an unbroken wall, 
325 feet in length by 65 feet in height : the eye will 
have no means of measuring its size, for to measure 
you must have something to measure by, an object of 
comparison, a scale. Imagine on the other hand, in this 
extended surface a door, some windows, or a man stand- 
ing by the side of the wall, and we shall at once have an 
object of comparison which will enable us to calculate in 
our mind the colossal dimensions of the wall. Again, at 
whatever point the spectator may be placed, the super- 
ficies of the wall, by an effect of perspective, will present 
foreshortening more or less considerable, according to the 
point from which it is seen. If the wall be unbroken, 
the eye will glide over the surface and a portion of the 
extremities will be lost. If on the contrary the wall is 
divided by pilasters or abutments, the rays of vision 
being arrested and caught by the succession of reliefs 
will take in the wall to the very end by means of the 
divisions that light and shade will make apparent ; and 
the most distant part of the wall, which otherwise would 
almost have escaped being seen, will be much less lost 
to sight on account of the projections and recesses which 
will cause it to be more distinctly noticed. 

For the same reason the great basins which ornament 
gardens and parks, such as those which we see at the 
Tuileries, at Versailles and Saint-Cloud, appear smaller 
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than they really are, if they present an unbroken surface, 
without anything to interrupt the level, without fountains^ 
or sculpture on the water, or any of those breaks which, 
like a swan or two, would arrest the vanishing perspec- 
tive, and give us some known magnitude with which to 
compare the size of the basin. It is true then that vast 
surfaces may give the impression of increased size, simply 
by being unbroken. 

Still, that which is apparently increased is the size of 
dimension rather than the aesthetic size, it is the size 
that is seen^ rather than the size that is felt We need 
not, therefore, repeat what we have said concerning the 
sublime character of unbroken surfaces, such as the 
colossal masses of certain Egyptian porticoes, the Pyra- 
mids, and the level sea, which are all sublime in their 
indivisibility and awe-inspiring unity. 

But if it be certain that great spaces seem greater still 
materially when they are divided, it is not so with regard 
to surfaces and bodies with whose proportions we are 
familiar. Now nothing is more familiar to us than the 
human figure, and to measure it with the eye we have 
no need either of a comparison or a scale. 

Do we wish to make it clear to ourselves that division 
lessens, unless it be in the direction of height, we have 
but to compare the woman whom we surprise in her 
morning wrapper with the same woman wearing a dress 
fitted to her figure, the outline of her form broken by 
her corsage and girdle, and decked with ribbons. The 
effect of height will be still more striking if the wrapper 
is quite plain, I mean if it is not broken up by a variety 
of colours. But what is unity of tone but an unbroken 
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surface of colour? Besides our second proposition is 
related to our first and confirms it. The repetition of 
vertical lines, we have said, gives height, and why? 
Because it divides the width. And the repetition of 
horizontal lines gives width, and why? Because it 
divides the height. Now if it be granted that division 
diminishes height in one case, and width in another, 
may we not reasonably conclude that indivision should 
produce the contrary effect? And who does not feel 
that it is with the idea of adding to their height that 
priests wear a cassock all of a piece and of one colour ? 

AMPLITUDE (or WIDTH). 

III. 

AMPLITUDE, IF TSIOT EXAGGERATED, ADDS TO THE HUMAN FIGURE BOTH 

A MENTAL AND AN OPTICAL SIZE. 

Every one knows how tall a man appears when 
disguised as a woman, and how small a woman appears 
when she assumes the garb of a man. It is easy to 
conceive the reason of this. It results both from an 
optical illusion and an error of the imagination. 

In the first place, the male costume presents, in the 
lower part of the body, lines which are parallel in a 
vertical direction, if the man is standing and motionless.. 
The legs covered with trousers form, so to speak, two 
long cylinders; but covered with a petticoat the two 
cylinders would disappear beneath a garment having the 
form of a truncated cone, and the vertical lines would be 
replaced by oblique ones. Now, according to this axiom 
of geometry that the oblique is longer than the perpen- 
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dicular, the line that extends from the waist to the 
ground is considerably longer in a figure in a petticoat 
than in a figure in trousers, or close fitting breeches, 
because the eye measures the length of the line by 
following the oblique line from the waist to the bottom of 
the dress, and does not perceive the point where the feet 




really terminate. If the line, MO, perpendicular to the 
ground, measures the true distance from the waist to the 
heel, the eye prolongs this line to the point N, and 
replaces the line OM, which it cannot see, by the line 
NM. If the dress be still further lengthened by a train, 
the optical illusion will be increased, but only to that 
point where the train, assuming a horizontal line, will 
break the oblique folds of the dress, and so determine 
the length. 

It is certain then, that physically, the fulness ot a 
woman's dress is a trick which gives height, and this is 
so true that when fashion exacted that the dress, having 
become what is called a costume^ made short and drawn 
tight round the hips, should fall on both sides in almost 
vertical lines, women appeared much smaller, and soon 
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abandoned a fashion which dwarfed them and made them 
insignificant. 

Besides, it is in the art of dress as in other arts, 
inlness produces an aesthetic effect, an effect of imag^na* 
tion, which tends to give size. A magistrate, in the 
ample folds. of his gown, a woman in her puffed skirt and 
sleeves, give us the idea of important personages, simply 
because they occupy a certain space in the field of our 
vision, and because the eye needs more time to take in 
the figure on which it rests, and to measure it in every 
direction. A certain presumption of dignity is attached 
then to width, which enlarges because it is the opposite 
of scantiness, which diminishes. 

But this is one of those subtle truths which requires a 
delicacy of comprehension. To exaggerate width would 
be to run counter to the proposed end, it would be to 
miss the goal by overstepping it ; because excess, which 
can only be produced by an increase of size, would end 
in spreading out the figure and overwhelming it, unless 
in order to balance the enlargement of the figure that 
puffs and paniers would give it, a structure of curls and 
feathers were erected on the head, like those worn by 
the Princesse de Lamballe and Marie Antoinette, during 
the reign of powder. 

. Fulness then in dress, is a certain element of size, but 
conditionally on its not altering the natural shape of the 
human body, the outline of which ought always to give 
boldly the all prevailing direction of height. Confined 
within these bounds, ampUtude produces an illusion of 
size, not only because it enlarges the image presented to 
our sight, but because it makes us instinctively attribute 
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increased importance to a person amply dressed and 
ornamented, by augmenting the place that it occupies 
in the mind, by reason of the space that it fills in 
reality. 

COLOURS AND THEIR EXPRESSION. 

IV. 

HOWEVER VARIABLE MAT BE THE EFFECT OF COLOURS, EACH OF THE3f 
HAS ITS DISTINCTIVE CHARACTER WHICH IS IN ACCORDANCE WITH 
OUR FEELINGS. 

Colours and forms, so to speak, are the vowels and 
consonants of the silent language of creation, and both 
these terms are united in light, which makes us com- 
prehend form and see colour, by giving relief to the one 
and qualities and shades to the other. 

Nature does not always employ her two modes of 
expression; she has not given form to everything, 
neither has she coloured everything. The sky, the air, 
the mist, have colours which are bounded by no outline. 
Before the sun's disc is visible on the horizon, the dawn 
displays to us a casket of colours unfettered by any form ; 
so that without traversing any design, the eye may pass 
from the whiteness of the dawn to the blackness of night, 
through golden yellow, orange, vermilion, purple, violet 
and that sombre blue which borders on the darkness. 
On the other hand, nature has delineated with precision 
certain forms without adding to them any colour that we 
can lay hold of, as for example, rock crystal, and 
carbonate of lime : we therefore call them colourless. 

When the two expressions are united, there is always 
a dominant one, and whether it be foim that prevails 
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over colour, or colour over form, it is not only to our 
sight that they both appeal, but to the innermost facul* 
ties of our soul. Without noticing the particular and 
purely local significations that different nations have 
attached to them, colours have human affinities and 
harmonize with our ideas, but especially with our feelings 
and our passions. This is why women, who are led by 
sentiment, attach more importance to colour than men do. 

It is not by a mere arbitrary arrangement that we find 
gaiety in light, mystery and melancholy in the vague- 
ness of shadow, and sadness in night. If there are 
countries like India and Southern China where white is 
an emblem of mourning, it is because the people of those 
countries are black or tawny, and because the decided 
contrast between black and white is hard and distressing 
to the sight. We may notice, further, that mourning is 
always symbolised by a non-colour^ for so we may call 
both white and black, since all colours vanish in the one 
and are lost in the other. 

A colour, no doubt, is a trifle in itself, and only has it3 
full value when it is in contrast or harmony with other 
colours. Nevertheless, between these two extremes- 
white, which absorbs all the sun's rays, and black, which 
does not reflect any — each colour has an expression and a 
character peculiar to itself, and each is enlivened as it 
approaches its hghtest shade by its mixture with white, 
just as it is saddened and perishes as it approaches its 
darkest shade by its mixture with black. As to pure 
black, if it be, in the dress of the grandees of Spain, a 
mark of nobility, and a symbol of pride, it is because the 
austere habit of the priest has of necessity appeared a 
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dignity and a privilege to that devout nation, who are 
as Christians humble, but as men, haughty. 

Yellow is the eldest daughter of light, and we must 
not be astonished if such a nation of colourists as the 
Chinese look upon it as the most beautiful of colours. 
Without yellow, no spectacle can be splendid. With it 
nature has tinged the flesh tints of the races of mankind 
highest in her scale ; with it she has coloured the ipost 
precious of metals, and those plebeian cereal grasses, as 
Linnaeus calls them, which contain the most necessary 
articles of food — the ripe ears of wheat and rye, the seeds 
of maize, even the grains of barley, and that fine straw 
which, after having borne the ear, becomes an ornament, 
when plaited by women it forms hats which shelter them 
from the sun, and cast a golden shade over their com- 
plexion. 

Striped with black, yellow characterises the covering 
of the most formidable of animals, and the most venomous 
of flies, such as the tiger, the panther, and the wasp ; 
and this contrast of black and yellow is also much fancied 
in countries where the passions are hot and violent. It 
suits the Nubian and Arab women well ; the Spanish 
women especially favour it, and it harmonises with the 
decided character of their black eyebrows and sparkling 
eyes, which express boldness and defiance as much as 
love. 

Red is a favourite colour with all the nations of the 
world. As distant from yellow and white as it is from 
blue and black, it occupies a central position among the 
primaiy colours, and in it the evening and the morning 
meet and are united. Just as it gives life to the human 
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face by making the circulation of the blood transparent, 
so it animates all surfaces where it appears, and enlivens 
all the harmonies in which it plays a part. " It is by 
means of red," says Bemardin de Saint-Pierre, "that 
nature enhances the most brilliant of her beautiful flowers. 
With it she arrays the plumage of most of the birds of 
India, especially in the breeding season. At that time 
there are few birds to whom she does not give some 
shade of that colour. Some have their heads covered 
with it, like those birds called cardinals, others have 
patches of it on their breasts, others have necklets, others 
hoods, and others epaulets. Some there are that pre* 
serve the grey or brown ground of their feathers, but 
are glazed with red, as if they had been rolled in car- 
mine ; others are sprinkled with it, as if a scarlet powder 
had been blo\Mi over them." 

Occupying a place between the liveliness of light and 
the quiet of dark colours, red has an expression of 
dignity, magnificence, and pottip. There is something 
imposing and terrible in the robe of a criminal judge. 
In the habit of the Princes of the Church, in the uniform 
of soldiers, in the dress of women, it is suggestive of 
pride, bravery, and licence. It asserts a strong will, it 
appeals to and provokes observation. 

The expression of blue is one of purity. It is impos- 
sible to attach to this colour the idea of boldness, licence, 
or voluptuousness. Blue is an unobtrusive and imagina- 
tive colour, which, recalling the impalpable ether and the 
clearness of the calm sea, necessarily pleases the poet by 
its immaterial and celestial character. It does not vet 
suit, or it no longer suits, like golden and flame colour, 
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the time of love. It is, moreover, of all colom-s, that 
which ascends the highest, and descends the lowest in 
the scale of chiaro-oscuro. Nothing so much resembles 
white as hght blue, so linen is bleached with blue, and 
nothing so much resembles black as dark blue — ^the hleu 
dEnfer as dyers call it. The result is that this colour 
is more susceptible than others of approaching extremes, 
and thereby changing its character. It may be suitable 
in its light shade for the dress of an innocent maiden, 
and in its dark for romantic affections and evening 
thoughts. It seems in this latter case to indicate a mind 
which is beginning to withdraw itself from the reahties 
of life, and to incline to solitude, mystery, and silence. 

The complementary colour of blue, orange, corresponds 
to other feelings. A mixture of light and heat, of yellow 
and red, orange plays a brilliant part in the decoration of 
the universe. It gives Ufe to the harmonies of the dawn, 
and mingling with the dramatic scene of declining day, it 
adds its numberless vibrations to the endless novelty of 
spectacle which the sinking sun presents. But in the 
dress of women, orange can only figure sparingly, as an 
accessory, and by way of echo or consonance ; first, 
'because it enters into the two tints of the complexion of 
those races who are not black, and next, because there is 
something slightly acid in orange colour, just as there is 
in the fruit from which it derives its name. 

The colour with which natm'e has tinted the back- 
ground of all her pictures, green, is the most suitable 
ground for other colours. It unites wonderfully well 
with the yellow and blue which have produced it; it 
heightens red, and there is no flower or ripe fruit which 
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it does not set off to greater advantage, either by analogy 
or contrast. As it tones down the brilliancy of yellow 
by the quiet of blue, it is both gay and modest, bright 
and tender. Green can only awaken amiable and gentle 
thoughts, remembrances gracious as those of spring, and 
other promises of nature : green gives repose to the 
mind, as it does to the sight. It is only when combined 
with black that green becomes sjonbolical of sadness. It 
then characterises the plants which grow among ruins, 
like ivy and those which are used to ornament the tomb. 

But between blue and red a colour has a place which 
possesses a striking signification of concentration, of 
inflated wealth, of melancholy — I mean violet. It con- 
tains the red of life, but red encroached on by blue, and 
darkened. In the rites of the Christian Church, violet is 
the colour adopted in times of fasting, and if the soutane 
of our Bishops be distinguished by this coldur, it is 
because their violet is more charged with crimson than 
that of the rainbow ; it inclines to purple, and so seems 
to conceal under an ashy blue the pride and passion oF 
red. In its real colour, as the solar spectrum presents it 
to us, violet is a hue which has been brilliant and rich, 
but is so no longer. The blue of the periwinkle, the 
flower that thrilled the saddened heart of Rousseau, some- 
times approaches violet, and it is by an infallible verdict 
of the imagination that popular language calls the dark 
purple scabious " the widow s flower." 

It is true then that colours h?ive in themselves not 
only an optical character, but in some sort a moral one, 
by reason of their close union with feeling ; setting aside 
religious feeling or those national preferences which 

F 
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different peoples have given to them, as, for example, the 
preference of the Arabs and Turks for green, because it 
was the favourite colour of Mahomet All is not relative, 
all is not arbitrary and variable, even in what appears 
to us more variable and more arbitrary than anything in 
the world — colour ; but in dress and ornament a colour 
has its proper expression only when it is isolated, or 
the dominant colour, that is to say, when the colours 
which accompany it are employed to add to its eloquence, 
and contribute to its triumph. 

THE HARMONY OF COLOURS IN DRESS. 

V. 

NATURE HAVING SUITED THE COLOUR OP THE COMPLEXION TO THAT OF 
THE EYES AND THE HAIR, WE MAY DEDUCE FROM THIS SOME GENERAL 
LAWS FOR THE HARMONY OP COLOURS IN DRESS. 

Before reading what treats of the adaptation of colours 
to the ornament of the human person, it is important 
that the reader should remember or refer to what we 
have set forth in the Grammar of the Arts of Design 
concerning the law of complementary colours, black and 
white, optical blending, and the vibration of colours, and 
the changes that the different lights which illumine them 
cause them to undergo. 

We have just spoken of the secret relations of colour to 
feeling. It is of its optical value, of the sensations that 
it conveys, and of its relative suitableness in personal 
ornament that we have now to speak 

And let me premise that this chapter is exclusively 
addressed to women, for in the great show of life, all 
colour in the present day is on their side. Amongst 
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primitive nations who are more natural, younger, and 
more under the sway of feeling, the man Is almost as 
fond of colour as the woman. The savage, finding him- 
self doubtless too much of one colour, seeks to embellish 
himself by tattooing ; the cacique makes himself a head- 
dress with feathers of brilliant tints; the Moor, the 
Negro, the Arab, and the Indian deck themselves with 
staring hues. But wherever civilization becomes intri- 
cate, and developes^ man abandons colour to woman ; 
he himself becomes colourless and sombre, and in the 
present day throughout Europe he is dressed in black. 
Now-a-days scarcely anybody but soldiers preserve in 
their dress the variety and liveliness of colour, and while 
nations proclaim their brotherhood by the similarity of 
their civil garb, soldiers and their officers are still com- 
pelled to avow, by their different coloured uniforms, their 
original purpose, as shown in their style of dress, of 
slaying their fellow creatures. But women will never 
renounce the means of pleasing which colour gives them^ 
they will never consent to lay down such a weapon. 

Although the shades of hair and skin are extremely 
varied, we may reduce these shades to certain principal 
varieties, and say that the hah: of women is black, fair^ 
red, chestnut or ash-coloured. To these colours of hair 
correspond ordinarily certain varieties of complexion. It 
is rare that black hair goes with a white skin, unless the 
hair itself is softened down by the same cause that has 
whitened the skin, as we may remark in the English and 
Irish, whose freshness is preserved by the dampness and^ 
fogs of their island, and in the women of Antwerp, in 
whom the crossing of the Spanish and Flemish races has 

F 2 
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produced the mixture of a clear complexion with the hair 
of the South. Both one and the other have hair and eyes 
of a brilliant but not dense black, which does not 
resemble the hair of the Italians or Spaniards. The real 
brunette has a dull and warm complexion, ranging from 
yellow to oUve, and the pupil of the eye, like a carbuncle, 
stands out on a brilliantly white membrane. Nature 
is always in harmony with herself. The blonde beauty 
—she is in life what Rubens has represented her in 
his pictures, her flesh rosy, delicate and transparent, 
inclines to fairness. At the H6tel Rambouillet, fair 
women were called lionnes. Chestnut hair matches 
wonderfully with the colour of the complexion most 
common in Europe ; its dulled and faint red is in 
perfect harmony with that yellow mingled with half 
tones of blue grey and rose-colour, which is the usual 
tint of the skin. Red and sandy hair agree with a 
white skin and a dazzling complexion, and the eyes of 
ruddy-complexioned people are of a colour bordering on 
chestnut. 

If fair hair be ash-coloured, as if it were covered with 
a slight layer of dust, that fine powder appears also to 
be sprinkled over the flesh, and to soften the eyes and 
subdue the brilliancy of the skin. So each temperament 
has its own harmony ready to hand, or at least ready 
prepared, and nothing remains for the artist but to render 
this harmony softer or more lively, to bring out that 
which is undecided, to set oS" what is insipid, to temper 
what is harsh, to bring into relief what may please, by 
subduing what would fail to give pleasure. 

These varieties of complexion and hair require no 
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doubt varieties of colour; nevertheless there are some 
colours which go well with all physiognomies, such as 
black, light grey, and pearl grey, which, correctly 
speaking, are non-colours, and old oak, deep havane, 
and mushroom brown, because they are warm in the 
shade, and cold in the light. 

I say black, but what black ? To set off to advantage 
the freshness of a blonde, or the fairness of a red-haired 
woman, it is a soft and deep black that is wanted, the 
black of velvet. ♦ For a brunette, black would be 
frightfully melancholy, in fact it would be mourning, if it 
were dull and unenlivened by something glossy, such as 
Lyons satin, or silk, or even by faille^ or softened like 
the black of velvet by rich reflexions. Ovid, in his 
Art of Love^ says, " Black suits the fair : it became 
Briseis, she was dressed in black when she was canned 
off. White suits the dark: it added to thy charms, 
Andromeda, when, clothed in white, thou didst traverse 
the Isle of Seriphos.''^ The poet is right: if black gives 
fairness to a brunette by contrast,^ white produces the 
same effect by throwing out a light which irradiates all 
that comes within its range. Light grey, which is only 
a softened white, produces a similar effect, provided it has 
a lustrous surface, and throws out reflections. 

According to general opinion, which we must take into 
consideration, even in our country (France), where 
scarcely any feeling for colour exists, yellow and red suit 
brunettes, and blue suits blondes. Ordinarily speaking 
this is true, but it is subject to numerous exceptions in 
practice, for there are many tints in the complexions both 
of brunettes and blondes, and it is precisely the art that 
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now occupies our attention, which deals with delicate 
admixtures and shades of colour. 

Knowing the law of the simultaneous contrast and 
optical blending of colours, the effect of white and black 
in a show of colours, the property that red possesses of 
surrounding itself with a halo of green, yellow with a 
halo bf violet, and blue with a halo of orange, and vice 
vers^, that is to say, the property which each colour 
possesses of projecting its complementary colour on the 
surrounding space — being cognizant of these laws, and 
knowing what light will illuminate his work, whether sun 
or gas, morning or evening, a south or a north light, the 
artist inay at his pleasure strengthen or soften, bring into 
prominence or subdue the natural colouring of the 
person he wishes to adorn, by the introduction of foreign 
colours into his decoration. 

It is for him to judge under Vhat circumstances he 
shall use this or that artifice. Would he be wise to 
waste his pains in hiding a fault that nothing can hide ? 
Should he try, for example, to soften down the harshness 
of a swarthy complexion ? No, that which cannot be con- 
cealed it is best firankly to acknowledge. In such a case 
then he will employ for a brunette brilliant yellows and 
splendid reds. A jonquil-coloured ribbon, a scarlet 
camellia in the black tresses, a poppy-coloured bodice, 
partially softened by Chantilly lace, will give a dashing 
character to the figure so decorated, and instead of 
diminishing its effect, will add to it new force. Amongst 
the soft beauties of the North, the sallow-complexioned 
Germans, the English with their dazzling and satin-like 
skin, the French whose complexion is generally undecided 
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in colour, whose hair is between the tAvo extremes, and 
whose grace is all one of delicate shades — it is always a 
fine offence of colour, the appearance of one of those 
exotic and harsh beauties, or of an Andalusian with an 
Arab skin, a piercing eye, and stubborn hair. 

In connexion with this subject, I remember that one 
of our most learned colourists, Eugene Delacroix, was 
visited, when at the point of death, by a woman, an artist, 
who was much attached to him, and who came to give 
him a last clasp of the hand. Just as she was entering 
the room, Delacroix, by an involuntary and instinctive 
movement, seized a red China scarf, and wound it hastily 
round his neck, as a foil to the livid, almost corpse-like 
pallor of his face, the colour of which, even in health, was 
almost that of a gipsy. The artist had survived the man. 

But if we have to deal with a delicate brunette with 
slightly jaded features, or a brunette whose skin is com^ 
paratively fair, and eyes of a velvety black, we must no 
longer make use of striking and decided colours. Here, 
on the contrary, soft colours should be employed, espe- 
cially pale blue, because that is the shade which ap- 
proaches nearest to white without having its rawness. 
We shall thus succeed in giving faimess to the one, and 
we shall subdue in the other her slight pallor, and the 
evanescent change in her features, by associating with 
them the faintest possible colour. 

It is the same with blondes. I mean that the common 
theory must often give way in this sense, that we must 
treat gracefalness sometimes by contrasts, and sometimes 
by similars. No doubt, as a general rule, the softness of 
fair women, which may become insipidity, calls for 
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certain contrasts and enhancements. If the hair of a 
blonde be golden or red, it ought without doubt to be 
accompanied by its complementary colour : a dark violet 
velvet bonnet, a tuft of violets in the hair, a deep lilac 
dress will go with it marvellously well. There is 
another colour which suits all shades of red hair — green 
of a medium intensity. If the complexion of the blonde 
be delicate and fresh, an orange, Turkey (carouhier)^ or 
ruby red will set off the freshness and delicacy, partly by 
similarity, partly by contrast. Red, then, is not ex- 
clusively the rouge of brunettes (" le fard des brunes ''), 
to use the common expression ; it plays a part also in 
the dress of fair beauties. We may say the same of 
yellow, which we have seen look bewitching on some 
blondes. But in this case the yellow ought to match in 
hue the lightest shade of the hair, and it must be 
heightened by a colour that contrasts well with it. 

Let us now try to find out what colours will match 
chestnut or ash-coloured hair, and the complexions that 
correspond with them. Women who are placed, so to 
speak, in the half shades of colour, may wear either what 
suits brunettes or blondes, provided the tones of their 
dress and ornaments be subdued in proportion to the 
degree of warmth in their complexion. Pure yellow or 
deep red would ill suit chestnut hair, even if dark ; but 
half tints, such as pale yellow, maize, deep yellow, tur- 
quoise blue, and hazy blue, would harmonise well with 
the neutral character of these natural colours. Light 
chestnut admits of the colours suitable to fair hair, but 
with a little less decidedness in the tint. As to those 
who have ash-coloured hair, and skin in keeping with it, 
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eyes blue as the sea or sea green, their delicate and 
extreme softness calls for half- warm tints, with suggestions 
of neutral grey or slashings of pale blue. Black velvet, 
gives them fairness without detracting from the distinc-*. 
tion and delicacy which are the characteristics of their 
complexion, and pearls form in their ornaments a happy, 
consonance, provided their cold colour is relieved by one 
that is decided, tastefully used and concentrated within a 
small space, such as a polished but uncut garnet, a ruby, 
or a trinket of gold. 

But this chapter on colours is not yet exhausted. We 
shall have to return to the subject by-and-by. 

HAIR-DKESSING. 

VI. 

OP ALL THE ARTi» WHICH ARE THE SUBJECT OF THIS WORK, THAT OF 
HAIR-DRESSING IS AHONO THOSE WHICH REQUIRE HOST SKILL AKI> 

TASTE. 

The art of the hairdresser is one that requires much 
taste and refinement, and M, Lefebvre was right when 
be said in a speech he deUvered in Paris, in 1778: 

** Hair-dressing is an art To give becoming forms 

to those long filaments which Nature seems to have in- 
tended for a veil rather than an ornament ; to bestow on 
those forms a consistency of which the material com- 
posing them does not appear susceptible; to give to 
luxuriance a regularity which may banish disorder, and 
to supplement scantiness wath an abundance which may 
deceive the most searching glance ; to combine the 
accessories with the groundwork which they are to soften 
down or relieve ; to give stay to a delicate face by airy 
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tresses, and to match a majestic one with wavy tufts ; to 
soften the harshness of features or eyes by a contrast, 
and sometimes by a well considered harmony ; to work 
all these wonders with no other means than a comb and 
some powders of different colours — all this is beyond 
doubt the essential characteristic of an art. 

"The hairdresser, by the look of a face, must divine 
at a glance the sort of ornament that will suit it. A 
woman, while appearing to have her hair dressed like 
other women, must yet have it specially adapted to her 
own style of face; consequently, in each toilette, the 
artist repeats the most difficult of Nature's wonders, that 
of being in his productions always alike, yet always 
different." 

All this is true, and Diderot himself, be it said with 
respect, could not have expressed it better. The hair is 
of so much importance to the face, that the gracefulness 
of a woman's head, and the likeness of a man's portrait, 
depend in a great measure upon its arrangement. Let us 
begin with man, whose mode of dressing the hair is by 
far the most simple. 

VII. 

THE STYLE OP DRESSING A MAN'S HAIR SHOULD NOT BE CONSIDERED AS 
AN ELEMENT OF BEAUTT, BUT AS A MARK OF CHARACTER. 

Although, historically, the arrangement of man's hair 
may have given rise to different interpretations, and 
nations may have attached different meanings to it, we 
may determine by our feelings the different shades of 
character indicated by the manner of cutting and wearing 
the hair by men. 
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Amongst our barbarous ancestors, long lidr was a 
mark of honour, a token of freedom, and bo Julius Ctesar 
understood it when he cropped the hair of the vanquished 
Gauls, as though to inflict upon them the ignominious 
stigma of the Roman scissors. In fact, there is some- 
thing in hair allowed to grow fre^lj and to float in the 
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wind that suggests the simplicity and independence of 
primitive peoples, and gives them a resemblance to 
horses with flowing mane and tail. But voluntary 
cuttmg of the hair is in no sense humiliating, and it is 
undeniable that it imparts an air of austerity, neatness, 
and adlierence to rules, and, being the reverse of what is 
customar}' among women, it has on that account alone a 
masculine character. How could we ima^ne Brutus 
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other than with short and thick hair, such as he is repre- 
sented in the antique ? The shaven head heightens the 
expression of formal zeal in the aspect of the Quaker, and 
of daring in the appearance of our Zouaves ; it marks 
also the boldness of the corsair, who is determined 
neither to be captured or rescued by his hair. 

Besides, short hair suits equally well a beard or a 
shaven chin. When Francis I., wishing to hide a scar, 
or perhaps to correct the excessive breadth of his face, 
allowed his beard to grow, he felt the necessity of cutting 
his hair short, and by covering it with a black velvet cap 
ornamented with a feather, he succeeded in giving to the 
head a certain grace, at least in the profile, as Titian has 
painted him. It is then more becoming to wear the hair 
short with a beard, so as to give prominence to the upper 
part of the head, to the marking of the eyes and eye- 
brows, to the development of the forehead, and also to- 
show the shape of the skull, if it is not unsightly or out 
of proportion. In the reign of Henry IV., when every 
variety of beard was introduced, for it was cut ' square^ 
round, fan-shaped, swallow-tailed, and in the shape of an 
artichoke leaf, the beard was worn with hair propor- 
tionately short. 

For an analogous reason, long hair demands the dis- 
appearance of the beard. Only a venerable old man^ 
such as Leonardo da Vinci was when he visited France, 
could wear both long hair and a long beard. In the time 
of Louis XIII., those courtiers who were old or shaved 
were obliged to assume a wig, or according to the word 
then in vogue, a coin. When Louis XIV. exhibited him- 
self in all his majesty, no one would wear his own hair, 
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^' cheveux de son crii/' as Molifere says. Besides, it was 
quite natural that the King should lay his edict oh fashion, 
when he claimed to impose it upon the conscience. At 
that time were seen displayed on " huge Rhinegraves " 
brown and even blonde wigs, then in high favour. 
They were ill suited no doubt to the fresh charm of 
youth, but we must admit that they lent a certain dignity 
to sedate persons of mature age, just as in our day they 
still give an imposing air to the Speaker of the House of 
Commons and the judges in England. 

The magistrates of the ancient parliaments, the 
Ministers of State, the Provost of the Merchants, the 
sheriffs and the bailiffs, presented a diflferent appearance 
in their hammer wigs ("perruques k marteaux") to 
the counsellors, judges, and functionaries of our own day 
whom we see in court, with their hair more or less cared 
for, more or less scanty, sometimes awkwardly standing 
up, sometimes lying flat on the temples like sabre-blades, 
sometimes gathered in the shape of a dagger, sometimes 
rough, or in ludicrous disorder. Whoever has to take 
part in a public ceremony, or to fulfil some important 
public function, would look more dignified by wearing an 
official head-dress, just as a cap is worn by counsellors, or 
a hat a lafrangaise^ rather than give himself up to the 
mercy of the brush and comb, or trust to a hap-hazard 
arrangement of the hair, which, without his knowing it, 
may perhaps turn him into a laughing-stock. 

In theatres where JEschylus and Sophocles, Plautus 
and Terence were played, the actor wore a tragic or 
comic mask, accompanied by false hair in keeping 
with it, so that the expression intended by tiie po^t 
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might not be changed by the accidents of individual 
faces, and the permanent character of the personage be 
maintained. 




B&ROOS, KIN(J OF ASSYRIA. 



In Egyptian sculpture, as in Greek statuary, the gods 
and heroes have their front hair divided into very fine 
locks, rolled in a spiral, and their back hair slightly 
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waved and curled with the tongs. This regularity 
imparts a solemn, priestly, and sacred character to their 
faces. The same may be said of those majestic beards 
of the A.,,ri.u kin^, of which there L so many 
examples in the Louvre and the British Museum. But 
without going so far back, in modern times the manner 
of wearing the hair was sufficient to distinguish the 
parties into which whole nations were divided by politics 
or religion, as, for example, the Roundheads and 
Cavaliers in the time of Cromwell, and later the rigid and 
the lax Quakers. 

We must repeat it : the hair and the beard give ex- 
pression, much more than we think, to a man's face. So 
the painter and the sculptor ought to take the greatest 
pains to copy with fidelity the style of the hair, to catch 
its wave, its form, and its expression. Ingres was 
always most attentive to this. David d' Angers excelled 
in it. In that series of 400 medallions which is one 
of the marvels of French sculpture, he copied or devised 
as many styles of hair as he had heads to model. He 
showed himself to be a coiffeur of genius. Never in the 
hands of any artist was the turn given to the hair so 
powerful a means of imparting double force to the ex- 
pression. 

And in fact what a difference there is between a head 
dressed with feeling, and the same head when the hair 
is left to chance or ill arranged ! No doubt the natural 
arrangement may be so admirable that there is no 
necessity for any alteration. It is thus that disordered 
hair may characterise the incessant absorption of a 
philosopher, always buried in problems, like Ampere— 
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let US leave him with his hair all io confusion. Heither 
let us meddle with the stubborn hair which indicates 
the intractable pride of an Ingres, nor those unkempt 
locks which denote the rude condition of a Danubian 
peasant, or the assumed frankness of a courtier in thick 
shoes. Speaking one day to David d' Angers of the 
wonderful talent he showed in the hair of his models. 




he took hastily from a drawer a medallion of Kleber, 
and said, as he showed it us, " Look, his hair throws 
out rays like the sun's disc." 

Every day it happens to us to fail to recognise our 
Wends when they have cut their hair in some unusual 
manner, when they have shaved or allowed their beard 
to grow contrary to their ordinary practice. This proves 
what effect these natural ornaments have on a man's 
appearance, and how they fix themselves in the memory. 
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A particular face shows determination merely by the turn 
of the moustache ; but the moustache is robbed of all its 
expression unless it be worn by itself. Accompanied by 
the other parts of the beard, it loses its originality, it 
ceases to be a marked characteristic of will or temper. 
However slightly turned up, as it was in Callot's time, 
the moustache has an air of haughtiness which was so 
much felt, that it became, under Louis XIV., the privilege 
of the corps d!4lite in the royal army ; and in the reign 
of the Bourbons,, after their restoration, when it was 
desired to revive among the French troops the recollec- 
tion of their ancient aristocratic constitution, only the 
officers were allowed to wear the moustache* 

The variations which this appendage throws into the 
expression of the face are numerous. Moli^re, following 
the King's example, cultivated on his upper lip a thin 
thread of moustache^ which showed the entire outline of 
his amiable and sensitive mouth, and it only wanted a 
few cuts of the scissors and razor to give an external 
form to the refinement of his genius, to that raillery with- 
out bitterness, to that extreme kindness, which charac- 
terised him. In our own day, Eugene Delacroix trimmed 
his moustache k la Moli^re, and upon his impassioned and 
worn countenance it resembled the life-like stroke of a 
pencil, which repeated the expression of his eyes, small 
and contracted, piercing and black. 

When it grows naturally, the moustache is always a 
sign of a manly temperament. It never, or at any rate 
seldom, happens that it is bristling, hirsuta^ in gentle 
and thoughtful characters, and it is rarely rounded, 
turned under, or softly curled in men of rough natures 
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bom for contradiction and conflict. To draw it to a 
fine point, as was done under the Empire, whether 
from a spirit of mere imitation, or courtier-like flattery, 
is to give the face of the wearer a factitious and 
evanescent expression, since the points cannot be kept 
stifi" without the use of a cosmetic, easily detected and 
soon melted. 

How many other alterations the scissors may produce 
in a man's head ! If the face be broadly developed, it 
may be lengthened by an imperial, which may be grown 
long enough to come below the chin. If it is too narrow, 
it is easy to reduce its length by spreading out the 
whiskers with the comb. The care that we bestow on 
our person is a species of politeness towards others ; thus 
it is that maty persons shave some part of their beard, 
in order to unite freedom of toilette with an appearance 
of cleanliness and trimness. Some there are who, by 
shaving the chin, and allowing a point of hair to grow 
towards the comers of the mouth, indicate a studied 
intention, and sometimes give to their features a meaning 
which they would otherwise not have had. 

Under the Restoration, it was the fashion among the 
ultra-royalists to trim their whiskers k la Dambray, that 
is to say, to shave them like the Chancellor Dambray, 
as high as the orifice of the ear, and to make them grow 
in a curved line on the cheeks. This kind of lower eye- 
brow gave relief to particular faces, and lent them 
piquancy. We know that Berryer, the famous orator, 
preserved all his life an old-fashioned style, not only 
because it was a political archaism, but because it gave 
refinement and distinction to his open, blotched, and 
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massive face, the natural character of which was one of 
readj afiabilitj and universal kindness. 

Once more then we must not forget what expression 
there is in the cut of the beard, moustache, whiskers, 
and hair. 




Hair cut square on the forehead was, in the fifteenth 
century, among the contemporaries of P^rinet Leclerq, 
significative of holding the opmions and fancies of the 
Malcontents. Falling long on the sboulders it gave 
mildness and expressiveness to the mien of a Bemardin 
de Saint-Pierre, and was in keeping with the amiable 
good nature of Franklin. Combed back over the head, 
it bespoke the enthusiasm of a poet like Schiller. Simply 
smoothed down on the forehead it expre^ed the calm 
concentrated enthusiasm of a fanatic like Saint^ust. 
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During the French Revolalion the patriots wore their 
hfur short, and abolished powder, with the single ex- 
ception of the Chief of the Mountain, and he needed all 
his courage to venture to present himself in the Clubs 
with his hair neat and in order, combed and carefully 
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powdered, which proved him to be " A man methodical 
in his life, his hatreds, and his schemes," such as he has 
been described by the youngest of the historians of the 
Revolution.* 

Under the Directory, manners having become licentious, 
the feeling of a reaction full of malice betrayed itself 
in the plaited hair brought up on the head by the comb, 
and by the " dog's ears," which seemed to be a sarcasm 

• HUtoire de la RSvolutitm Pranfoiie, by Lonia Blanc 
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aimed at the discomfited Jacobins by the " Incroyables." 
Even our brave hussars were condemned to wear their 
hair like women, with those plaits turned up under their 
caps, called catogans. But by-and-by, in the midst of 
this efleminate society, with its long and plaited hair, 
there appeared a Corsican " with straight hair," a false 
Brutus, whose choleric and consular head was to be 
crowned with the diadem formerly worn by the long- 
haired kings. 



VIII. 

THE HAT, LIKE THE DRESS IN QENERAL, OUGHT IN ITS SHAPE AND 
OBNAMENTSy TO ACCORD WITH THESE THREE FORCES OF NATURE AND 
LIFE— ATTRACTION, QROWTH, AND MOTION. 

One of the cleverest architects of Germany, M. Sem- 
per, who also possesses an original, speculative and inves- 
tigating mind, has conceived the idea of reducing the 
ornamentation of the human figure to three principles. 
The following is a brief statement of his views, which 
seem profound in their obscurity, but which will appear 
still more profound and beautifiil if, while summing them 
up, we succeed in throwing light upon them.* 

Man should be considered, even by the aesthetic, not 
at all as a kind of plane figure, as an image offered to 
the perception, but as a solid body, in which three forces 
act, corresponding to the three dimensions of space : 



* M. Semper's views were developed by him in a cotuse of lectures 
delivered at the Polytechnic Institiite at Zurich. ^ These views would have 
been unintelligible to us if they had not been translated by a man of 
remarkable intelligence, M. Challemel-Lacour, whose translation was pub- 
lished in 1865 by the Bevw des Cours litteraires. 
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first, the force of attraction, otherwise called weight, 
which acts vertically, from top to bottom, and which 
keeps man on the ground; secondly, the vegetative 
force, independent of his will, and by means of which the 
growth of his organism operates from below in an upward 
direction ; and thirdly, the force of voluntary activity, 
which gives the body an impetus towards a given point, 
towards an imposed or voluntary end. 

The two first forces, weight and growth, are at 
variance, and it is this struggle which modifies the 
human form, determines its " character, and defines its 
grace. But, by virtue of the law of inertia, these same 
heavy masses, which struggle with the vegetative force, 
also offer a resistance to voluntary activity, and are 
opposed to freedom of movement, as weight opposes the 
force of growth. Then comes a superior unity, the 
cardinal point of the being, thought, which, harmonising 
these conflicting forces, has the power of giving them 
expression, and showing forth their beauty. 

The first condition of an active and permanent existence 
is that, with respect to these three forces, attraction, 
growth, and motion, the masses which compose the 
system should be balanced. If man only possessed the 
vegetative force, Kke a tree, he would develop in height, 
and the masses would twist themselves spirally round 
the trunk, so as to obey the laws of equilibrium. If the 
axis of growth corresponded in man, as in a fish, for 
example, with the axis of motion, it would require an 
exact balance of the masses round this axis of direction, 
to prevent involuntary deviation from the motion proper 
to the creature. Now man participates in both systems 
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at once. He is developed vertically like a tree, and he 
moves horizontally like a fish. The result is that he is 
independent of the law of rigorous equilibrium in a down- 
ward, just as he is in a backward direction. It is only 
from right to left, or from left to right, that Bymmetry is 
apparent, which is an absolute condition of statics, an 
inevitable submission to the laws of equilibrium. This 
axis of symmetry, which is horizontal, cuts at a right 
angle the axis of direction, which is also horizontal, and 
the axis of growth, which is vertical. 

Here then we have the three forces, or, if you please, 
the three axes which correspond in the human frame to 
the three dimensions of space, and to these three forces 
are united three kinds of ornament, which the author 
calls pendentive^ annular, and (for want of a better term) 
ornaments of direction. That beauty may be apparent 
in man it is necessary that these different centres of 
action should be reflected in his external form, and 
should there be represented in a manner perceptible to 
the eye. 

The pendentives answer to weight. They make the 
stability of the body stand out. They should be essen- 
tially symmetrical. We could not imagine, for instance, 
a single ear-ring or two drops of unequal length and 
weight. The aesthetic effect of this ornament is in- 
creased by the moral reaction it exercises on the person 
wearing it : it obliges her to a certain moderation in 
her movements, to a certain dignily in her attitudes. A 
woman, whose ear-rings were constantly in the air, would 
thereby show an extreme restlessness and fickleness of 
disposition. The stiff vertical curls (of which we have 
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already spoken) of the hair and beard of the Pharaohs, 
and of the kmgs of Nineveh, belong to this class of 
symmetrical ornaments, as well as the draperies of the 
Greek caryatides, and the stiff folds of archaic figures, 
with their pendent tresses. 

The annular or peripheral ornament has especial 
lelation to individual proportions : it indicates the centre 
round which it is placed, and if its principal subject is 
the human head, it is because the head is the symbol of 
the entire man. The leafy crowns regularly arranged 
according to a certain form, the circles of gold, which 
were in Greece the emblem of exalted power, the 
• Assyrian mitre, the feather head-dresses of the Mexican 
caciques, all come under this class of ornament. Next 
comes the necklace, which marks the transition firom the 
head to the shoulders, and the belt which encircles the 
union of the torso with the lower part of the body; 
and then bracelets and rings, which display the delicate 
proportions of the extremities. 

With freedom of movement and spontaneity is con- 
nected an ornament whose aim is to mark and throw 
these into relief. It differs from the other two, inasmuch 
as it is neither symmetrical nor rhythmical. It depends 
on the contrast between front and back, and should be 
arranged so as to be seen in profile. But this ornament 
is of two kinds : it is either fixed or floating ; fixed, like 
the royal viper, the urcBus which invariably decorates the 
orow of the deified kings of Egypt, or floating, like the 
mane which adorned the helmet of the Etruscans and 
the Greeks. In the middle ages the knight wore a 
waving plume on the crest of his helmet ; and in our 



* 
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day, regiments of soldiers, like the horse guards of 
England, and the lancers of France, 

Et les dragons melant, sur leur casque g^pide, 

Le poll tach6 du tigre an crin noir des cooisiers, V. H. 

wear upon their caps or helmets floating appendages. 
Kibbons also, feathers and tufts, are among the inex- 
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haustible means of emphasising the direction of the 
body. The lightness of the materials, rendering these 
ornaments moveable, makes them express not the ac- 
cidental or insignificant changes of position of the in- 
dividual, but the general direction of his movements. 

Such are, substantially the ideas of M. Semper touch- 
ing the three grand methods of adorning the human 
body. These three methods, as we see, come under 
symmetry, radiation, and contrast. Not one of them 
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is at variance with the elements which we have pointed 
out in the Introduction to this work as essential to all 
ornament. We shall soon see the application of these 
principles to personal decoration, and first of all to the 
head. 

It is a remarkable fact that it was a long time before 
man thought of decorating objects of every day and 
domestic use, while from the very earliest period he has 
carefully ornamented all his weapons, .offensive or de- 
fensive, all his instruments of destruction and death. 
A helmet, a sword, a cuirass, however ancient, is rarely 
found (even if we go back to the stone age) without 
some embellishment, be it rude or fine, coarse or delicate. 
Man's first anxiety has been to inspire terror. So when 
he concealed his face for battle, he caused a second 
head to be placed on his mysteriously closed helmet, 
or else he depicted on it fiightful faces, threatening 
figures, muzzles of fabulous animals, and winged griffins. 
But to these motionless figures the warrior added others 
indicative of action, such as plumes, and floating manes ; 
and it is here that the admirable observations of M. 
Semper find their verification. Every plume, when it is 
not stiff, shows by its streaming the movement in a con- 
trary direction of the person wearing it. The Egyptians, 
although they showed a marked preference for fixed 
forms and ornaments riveted to the object ornamented, 
sometimes wore feathers on the right side of the head, 
and they adorned the necks of their horses in the same 
way. But the idea of inspiring terror is still found in 
ages more advanced in art., and if the head of the animal 
has disappeared, a striking remembrance of it yet re- 
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mains: for example, in the ram's horns which adorn 
the head-dress of the Egyptian kings of the XXVth 
dynasty, and which figured on the medals of Alexander 
when he gave himself out to be the son of Jupiter 
Ammon. At a time when helmets were treated as 
symbols or objects of art the hat and cap were simply 
a covering for the head, without the slightest ornament. 
The cap of Ulysses, semi-oval in shape and without 
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a brim, is the same as the sailors and fishermen of the 
Mediterranean wore, and which the Egyptian fellahs 
still wear, doubtless from their attachment to a tradition 
which goes as far back as the remotest ages of their 
history. Simple not less was the Phrygian cap, which 
every one knows, and which became a symbol of liberty 
from the custom that existed in Rome of presenting a 
somewhat similar cap, a pileus, to the slave who was to 
be set free. 

In Greece, the hat was indicative of rural occupations, 
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and was ecarcely ever worn except in the country, in 
hunting or riding. Sometimes it was flat and wide, like 
the Arcadian petasiis worn by certain horsemen on the 
frieze of the Parthenon; sometimes it was high, with 
a tumed-np brim like that of the Macedonians. In ancient 
times the hat was only looked upon as a useful article, 
unless it might be in war, when a character of haughti- 
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ness, sometimes, too, of grace, was given to it, by means 
of a garland of flowers, as the Gauls, our savage ances- 
tors, wore it to express their contempt of death, when 
they marched to battle against the Romans. 

In the middle ages the hat took the most diversified 
forms: sometimes it was conical, sometimes semi-circular, 
sometimes almost cylindrical, like a mortar; but it had 
become a decided ornament, an instrument of distmction 
and luxury. *'The nobility," says M, VioUet-le-Duc 
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{Diciiormaire du mobilier Jranfais)^ "encircled their hats 
with beads, chains, gold ornaments, and clasps . • • Soon 
they began to add diamonds and feathers, and the hats 
were made not only of felt, but of fur, silk, curly woollen 
stuff, velvet, and orfrays (that is to say stuff woven with 
gold) • • /' Above all it is to be noticed that in the 
middle ages the hat began to take a direction : it ceases 
to be merely round, it has a direction, whether it termi- 
nates in a point in front, like the unicorn cap, so becom- 
ing to youth, or whether one side be raised higher than 
the other, so as to make the hat lean elegantly on one 
side, while the ostrich feathers falling in an opposite 
direction contrast with the inclination of the hat. 

The period when the hat was at its best was the reign 
of Louis XIII. In France, and of Charles I. in England. 
The hat of Henry IV. was ungraceful and almost ludi- 
crous, and so it has been assigned to Punch, because the 
brim was raised in front, just where it ought to be lowered 
if it is to be of any use, for if the brim of the hat does 
not shade the brow and eyes, it is better done away with 
altogether. The plumed hat, worn by Rubens, Van Dyck, 
and Velasquez, the hat that suits their personages so well, 
and which covered even the scowling brow of Cromwell, 
has this much of elegance about it — ^that it has a direc- 
tion, it cannot be put on indifferently on one side or the 
other, it has a front and a back, and can indicate the 
movement of the wearer, and even express it. 

It is the same with dress and ornaments applied to 
the human figure as with the creations of architecture : 
they should have some dominant dimension capable of 
being grasped at first sight. A building square in its 
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ground plan and cubical in its elevation wonid be in the 
highest degree displeasing, because standing before equal 
aur&ces and facades all alike, we should not know how 
to eetimate its dimensions ; we should not be able to dis- 
tinguish the entrance from the exit, nor the prindpal 
features from the subordinate ones, and the mind like 
the sight would be all in doubt. For a still stronger 
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reason a direction is necessary in omamentB for the 
human figure, especially those for the head, because it is 
impossible to conceive a living being, even in repose, 
without freedom of movement, without a possible and 
impending change of position, so that if one sees the 
figure in profile from a certain distance, we should be 
able to recognise from the head-dress on which side the 
fece is, in what direction the wearer is going to widk — 
what is, in a word, the front facade of that moving and 
active edifice called Man. 
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Do we mean to say that the circular form can never 
be adapted to a head-dress? Certainly not. The crown 
has its beauty and suitability, especially when the orna- 
ments upon it, directed upwards, terminate in a point 
almost imperceptible. The crown gives the idea of dig- 
nity, of stability. A round head-dress suits repose, and 
consequently domestic life; so the student wears from 
choice a skull cap. Besides, any radiating object leads 
the eye and the imagination to the centre from which 
the rays spring, and in this way it is not absolutely de- 
void of meaning. The tiara of the Popes, terminating 
in a point, like the mitre of the Assyrian kings, has a 
double meaning, because it both marks a centre and a 
culminating apex, an upward direction, and a point 
where the shape ends. 

As to the ornaments that M. Semper calls pendentive, 
they have at times found a place in the hat. Notably 
in that which cardinals have long worn, ornamented with 
tufts disposed symmetrically lozenge-shape and fastened 
to cords. 

A necessary observation to make is that if the three 
kinds of ornament which may be employed in man's 
head-dress are used in combination, it is important that 
one of the three should decidedly dominate over the 
other two, otherwise the character of the hat would be 
indecisive, and consequently inartistic. In this, more- 
over, as in everything which has shape, the disposition 
and rank of men are revealed at a glance. In agricul- 
tural countries, where the tiller of the soil is of necessity 
stationary, a simple round hat with wide brim is found 
sufficient; but among hunting, wandering, and warlike 
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peoples, like the American Indians, the head-dress has a 
direction : they show a tendency to disregard symmetry, 
and make use of feathers, which beyond all other orna- 
ments is the ornament of direction. Like a ship which 
has to cleave the water, the hat and its decorations show 
a prow and a poop, and this is the character as it ap- 
pears to us, which ought to prevail in it, if not in 
private life, at any rate in out-door and active life. Our 
tubular hats — ^which artists in their everyday discourse 
have cast such withering scorn upon — ^these hats without 
front or back, without direction, without a culminating 
point, and whose frightful cylindrical shape is altogether 
at variance with the spherical form of the head, are as- 
suredly the last remnant of barbarism, and we must not 
be astonished if their use spreads in our day over the 
whole world, since nothing has more chance of lasting 
success than ugliness and absurdity. 

It is very evident in the present day that in what are 
reckoned the most civilized countries man has ceased to 
make his hat an article of luxury, an object ornamented 
with anything besides a band and a buckle. But even 
supposing that this part of the dress had no other use 
than as a protection against the cold and the sun, still 
there are shapes to which taste gives a preference and 
art recommends, even taking into account the difference 
of climate. Thus, as we advance to wards, hot countries, 
it seems that the brim of the hat should increase, and 
this we find to be the case in the South of Europe. In 
Spain, the name given to the hat, sombrero^ tells us 
wonderfully well that it was at first looked upon as a 
means of shading the face, for sombrero comes from 
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sombra which means shade, or from sombrio which 
means dark, obscure. But if we penetrate still farther 
into hot countries, Africa and Asia Minor, we find that 
the hat ceases to protect the face from the sun, while it 
continues to shield the head from its effects. The eyes 
and face remain uncovered, only the skull is protected. 
The Moor, the Bedouin, the Nubian, the wandering and 
independent Arab, making a beauty of necessity, turn 
their turban into an ornament, while the Turks, Egyp- 
tians, and all the subjects of the Porte, submit to wearing 
the official fez or tarbouche imposed upon them by an 
edict of the Sultan. We must go as far as Japan on 
the one hand and Brazil on the other to find in the hat 
the idea and the shape of the parasol. 

If we pass from the covering of the head to the entire 
dress of man, from a part to the whole, we should say 
that his costume in general, that it may not be at 
variance with the larws and sentiment of art, ought not 
only to make known its purpose and clearly show its 
utility, but should also be a symbol of the forces which 
act on and in man. It ought to represent by its pendent 
and corresponding ornaments, or by the repetition of 
similar objects, the centre of gravity, that is to say, the 
axis of weight, and consequently symmetry, without 
which there would be no equilibrium ; it ought to reflect 
by its radiating forms or annular ornaments, the vegeta- 
tive force, that is to say, the axis of growth ; and lastly, 
by its floating and waving ornaments, or by a decided 
direction, it ought to show freedom of action, that is to 
say, the axis of motion. 
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IX. 

THE STTLE OF DRESSING THE HAIR OF WOMEN VARIES AND OUGHT TO 
VARY IN ITS LINES, ITS COLOURS, AND ITS CHARACTER, ACCORDING 
TO THE SHAPE OF THE HEAD, THE PROFILE, THE COMPLEXIoif AND 
THE AGE OF THE PERSON. 

A POET who was a lover, and who was banished be- 
cause of love, Ovid, did not think it beneath him to 
write upon the dressing of hair in elegant verse: — 
"Never let your hair be in disorder: nothing pleases us 
so much as neatness. Your charms depend on your 
hands ; but there are many modes of varying the style ; 
above all, let each of you consult her looking-glass, 

" A long face requires hair simply parted on the fore- 
head : such was Laodamia's style. A slight knot on the 
top of the head, leaving the ears displayed, best suits 
round faces. One woman will let her hair fall on her 
shoulders, like Apollo when he carries his lyre ; another 
will gather up her tresses, like Diana chasing the deer. 
One charms us by her waving ringlets, another by her 
bands smoothly drawn on her temples. One likes to 
adorn her hair with a polished shell, another to give to 
her tresses the undulations of the wave. We might 
more easily count the acorns of a bushy oak, the bees of 
Hybla, the animals which abound on the Alps, than the 
new ornaments and fashions which every day brings 
forth. There are many women whom hair apparently in 
disorder suits : it might not have been dressed since 
yesterday ; it has been arranged this very moment Art 
should imitate chance. Such was the beautiful disorder 
of lole when Hercules saw her for the first time in a 
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town taken by assault, and cried * I love her I ' Such 
was the princess forsaken on the shores of Naxos, when 
Bacchus bore her away in his car to the shouts of the 
Salyrs who cried * Evoe ! ' " 

The arrangement of the hair being indispensable to 
beauty only in. woman, man, without actually handling 
the scissors and the curling tongs, ought to be his own 
hair-dresser ; and if so, we may be sure, as has already 
been said, that his character, careless or carefiil, impetu- 
ous or calm, timid or resolute, sti£f or unreserved, will 
show itself m the way in which he usually cuts and 
arranges his hair. But woman needs to be adorned with 
profound skill, and it is not easy for her to dress her 
own hair. Let us see if there are not some fixed rules 
which should be recognised and followed to 

B&tir de ses cheveuz le galant MLfice. 

The first thing that a woman should consider in pre- 
paring for that great work, her toilette, is the shape of 
her head, which she must also compare with her stature, 
and with her sUmness or emJxmpaint But it is the same 
with the human figure which is to be adorned as with a 
picture that has to be finished : it can only be judged of 
properly before a glass. Before a glass (and it must be 
a large one) the figure can be studied, the proportions of 
the body, the age, can be better understood, because the 
reflection renders imperfections more apparent by show- 
ing them in an unexpected manner, that is to say, by 
showing the right side of that which is generally only 
seen on the left. Being more at Uberty to look at a 
woman from head to foot and at different distances, the 
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artist who dresses her hair can better see what he ought 
to see, and he will more easily be able, after a study 
which is neither inconvenient nor embarrassing, to select 
and adapt the style of embellishment most in accordance 
with the rules of his art. If the head is short — it is 
always short when it is not oval — the elements of taste 
point out a sure method of correcting that defect. By 
drawing back the hair in the Chinese or any other style, 
we give length to the head because the eye is carried in 
the direction of height, which may be still fiirther in- 
creased by raising the hair to the top or on the back of 
the head. In the latter case it is necessary that the 
mass of ha.ir should be sufficiently raised to be seen 
when we are looking at the face in front, and it must 
terminate in a curve ; for if it formed a flat line, we 
should be flattening what we meant to heighten. When 
smooth bands are fashionable or worn from choice, they 
should be made to describe on each side a curve which 
will display the forehead and give narrowness to the 
face, or else the oval shape should be restored by en- 
croaching a little on the cheek bones by any means 
which the prevailing fashion will allow. 

If the head is long, anything giving squareness in front 
will help to shorten it. Straight roots would no longer 
be suitable ; but the hair should be brought down on the 
temples, with a slight wave to make it puff out, or bands 
taken off horizontally, to give as much width as possible 
to the forehead. Applying here the principle of division, 
the height could easily be diminished by means of a 
chain or band, with a jewel in the middle (J^errcmnikre) ; 
but the ferronniire is an awkward line which intersects 
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the forehead harshly, and the fashion of wearing it, if it 
were to return, would be condemned by good taste. A 
professor who has written on his art, and who in his day 
dressed the hair of the prettiest women in Paris, Croizat, 
{Les Gent-et-nn Coiffeurs) makes the just observation that 
nearly all styles of dressing the hair suit feces which are 
a perfect oval, especially those which one would hav6 
chosen for round shaped heads. But if the head has the 
defect of too great depth, if it is too much developed 
in the parietal region above the occiput — ^which, by the 
way, is very rare in women — it would be easy to remedy 
this blemish by carrying above and below the too pro- 
minent part the tresses which would have formed the 
chignon. So surrounded and balanced, any undue pro- 
tuberance would disappear and the head resume its 
original graceful shape. 

Next to the general proportions of the head we must 
examine the entire profile. A projecting forehead, 
sunken and deep-set eyes, would not bear anything 
coming forward on the face, nothing covering it (because 
such a face wants to be lightened), nothing again too 
much drawn off from the face, as it would be in the 
antique style of wearing the hair, because the projection 
of the forehead would then be too strikmgly displayed. 
A head with a receding forehead and face somewhat 
sheep-like requires a style in which the hair is brought 
forward. on the head, and which by diminishing the 
curve of the profile, would make the features recede. 
In this case we may cover the top of the forehead 
according to the fashion of the day, either with waving 
curls, or with those rounded tufts which recall, but that 
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they were larger, the style of dressing the hair & la 
Titus, or with a coronet slightly lowered, or with a 
heart-shaped wreath, k la Marie Stuart We need not 
say that hair smooth on the temples would only make 
more conspicuous the defect it is necessary to conceal 

But the obligation he is under to conceal or lessen the 
irregularities of which we have been speaking should not 
prevent the hairdresser from throwing some character 
into his handiwork, and giving it the desired style. Since 
the grave Boileau has allowed himself to compare the 
dressing of the hair to an edifice, we may also be per- 
mitted to discuss the three orders of this modish sort of 
architecture. Besides, it is to the purpose to remember 
that it is Vitruvius — ^the classic Vitruvius — who marks 
the intentional resemblance of the Ionic volutes to the 
curls of a woman's hair. 

Great as may be the variety of styles of hairdressing 
adapted to the different faces of women, it is possible to 
reduce them all to one of these three types — severity, 
grace, and magnificence. And how many differences, 
almost insensible, may not be found in the intervals which 
separate these three orders of ornament 1 By how many 
delicate transitions do we not pass fi-om the severe to the 
graceful, from elegance to stateliness, firom richness to 
dignity! How many are the gradations between the 
two extremes of severity ! What shades, to sum it all 
up, in grace, which is itself nothing but a shade ! 

The real world, like the world of painting, has its 
types of style, race, or character, and of genre; and 
generally they are easily distinguished by the shape of 
the nose, which is the most prominent and decided 
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feature. In examining anyone's profile, it is the shape 
of the nose which it is important first of all to observe. 
If it is straight, if it continues the line of the forehead 
with a very slight depression, the style of hair should be 
regular, quiet, symmetrical, and but little loaded with 
ornament, for simplicity is the commencement of severity. 
An arrangement borrowed from the statues of the great 
period of the antique, the hair worn low, developed in 
the direction of depth, and having as its only movement 
soft ripples like what we see in the hair of the Venus of 
Milo, the hair twisted behind and a curl or two falling 
from it on the nape of the neck, a plaited coronet, a 
string of pearls placed horizontally, anything resembling 
fillets, like the Umda or ribbons of victory of the ancients, 
— such are the symbols of the severe style. We spoke 
just now of the antique statues of the great period, 
because there are celebrated figures, of a time later than 
that of Phidias, such as the Apollo Belvedere and the 
Venus de' Medici, whose hair, gathered into a knot on 
the crown of the head, partakes of the graceful style. 

But, for the severe style, the face must be calm, the 
nose a little thick, especially at the root, and the eye 
large and full, for there is a sort o£ straight nose which, 
from its delicacy and sharpness, ceases to be severe, and 
which is often found in company, as among the Borde- 
laises, with roguish eyes, and a lively and Bpiritadle 
expression. A coiffure de genre suits these sharp and 
sly, although regular and straight noses, as well as that 
pretty nose which, describing a scarcely perceptible 
curve, is turned up a third of its length, to be cut, so 
to speak, in facets, and to breathe through sensitive and 
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nervous nostrils. We mean by coiffare de genre that 
which requires contrast rather than symmetry, that which 
lends itself to irregularities, that whose lines, instead of 
bemg continuous, are broken, and instead of resembling 
each other, are just the opposite. These definitions apply 
equally to graceful arrangements of the hair, although 
grace may also insinuate itself into the severe style, but 
only to a slight extent and to soften it 

But if the nose is unequally short and turned up, the 
hair admits of still more fanciful arrangement ; it may 
be whimsical, surprising, even set off with a Uttle dis- 
order. A stray ringlet, a careless bit of ribbon, an 
aigrette on one side would be allowable, or a falling 
spray of flowers, or a single curl on the face. In fact, 
it rarely happens that there is not some harmony between 
the shape of the nose and the moral character ; and a 
nose k la Roxelane is generally a feature which nature 
gives to lively and dashing women, who have an open 
mouth and ready speech, a bold eye and a sprightly air. 
After all, these remarks only apply to the indicatums of 
character. To dress a woman's hair according to the 
style of her face, one need not be a La Bruyfere ; but one 
ought to possess quick-sightedness, and, above all, the 
principles of a physiognomist. 

To have a correct profile, a head of a typical form, the 
features of an Italian beauty, is by no means the same 
thing as to have a high-bred face. This word points 
more especially to heads with character about them, to 
those which have a look of distinction, a remarkable 
expression, or a grand air. Let the nose be a little 
arched, or projecting ahnost in a straight line, it is 



PERSONAL ADORNMENT. 105 

always rather long in this sort of face; it is neither 
classic nor bold ; it has a marked direction, an apparent 
design, and so the hair mnst not be dressed in the 
antiqne or genre style : a luxuriant and historic coiffure 
suits such heads — we mean that without being disguised 
or setting the reigning fashion at nought, it is better to 
keep to a bygone style in some characteristic details. 
We may recall, as cases in point, such well-known faces 
as those of Grignan, S6vign6, La Vallifere, Fontanges, 
and Gabrielle, whose characteristic heads avoid the in* 
congruities that the taste of the time would have inflicted 
on them. A traditional style of ornament suits them 
better than the impromptus of the moment, and without 
doubt a grave and dignified elegance is more becoming 
than a mere caprice. 

One word more as to colours. Whatever may be the 
flower, the ribbon, the crape, the gauze, the material 
or the jewels chosen, it is important not to forget that 
variety is the enemy of severity. A single colour freely 
used by itself would be more severe than several colours. 
For a graceful or fantastic style a mixture of different 
colours may be suitable, because variety corresponds to 
fancy, and seems to throw into relief the lightness and 
changeableness of grace ; but where we wish for an 
indication of character, unity is synonymous with dignity. 
Repeated with symmetry, or placed in the centre — I 
mean ii;i the axis of the head-dress — one single colour is 
a dignified ornament, and the effect it will produce is 
as certain as in another way would be that of a bush of 
colours, or, as professors say, of a, jcardiniire. 

Anyway, in the choice of colours, warm or cool. 
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brilliant or pale, pure or medium, due regard should be 
had not only to the complexion and colour of the hair, 
but to the character and age of the person. Here we 
may apply the observations already made on the ezpres- 
sion of colours. 

Character 1 do you say — what a long word for a 
flower ! Yes, flowers have a great deal of character, and 
so have feathers and ribbons, lace and gauze. It is only a 
slight thread which connects all this with our feelings ; but 
that slender thread is never broken. Would you place 
indifferently on a haughty head or a face with irregular 
features, field flowers, the lily of the valley, the narcissus, 
and the Easter daisy ? Would you deck a face breathing 
of the spring with sprays of the black or purple vine, or 
place a wild rose in hair which should be soberly dressed ? 
You might just as well set on a brunette's head those 
wre. Jof hop, or tho« mo»e, „ixed ^th le..e, whose 
decided green goes so well with fair faces. As if they 
were the work of a woman's hand, flowers have received 
from nature certain expressions dependent on their 
colour, form, or mien, independent of the idea we attach 
to them, or of the associations of memory. The dahlia, 
in its perfect symmetry, is a severe flower ; the camellia, 
in its beautifiil regularity, has a serene and noble air ; 
and the hundred-leaved rose, just like the peony, a 
certain magnificence, especially when it is of a brilliant 
hue. Lilacs, primroses, rose-coloured heather, wall- 
flower, clematis, the wistaria, the wood hyacinth, the 
catch-fly, the wild tansy, the blossoms of the plane and 
wild cherry, all these delicate creations which florists 
imitate to perfection, and which can be made into long 
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clusters, wreaths, and sprays, belong to the graceful 
style, to the head-dress of youth. 

A bunch of blue bells, of corn-poppies, and a c&rH of 
ears of com (as has been so well said) must recall 
harvest time, and it is hardly allowable that they should 
be worn mdiscriminately at a dinner party in town or 
country. There are some drooping flowers whose very 
appearance is sentimental, others which are irregular, 
whimsical, and, so to speak, desultory, like the begonia, 
so dear to Japanese artist& Some there are whose 
exquisite symmetry and extreme delicacy are their chief 
charm, Uke the lingwort, sedum, sage, forget-me-not, 
and the elder flower. The convolvulus expands gently, 
the columbine droops sadly, and the daisy displays gaily 
its star-Uke corolla. Is there not an air of freedom in the 
attitude of many flowers and flowerets which grow 
straight and firm on their slender stalks ? Is there not 
a manifest purpose of elegance in the form and bend of 
the fuchsia? Wild oats, which are so suitable for 
coiffures de genre and fancy, have they not an air of 
pretty and attractive disorder? The flowers that are 
most magnificent when fiill blown are retiring in the bud. 
Modesty, pride, firankness, reserve, coquetry, boldness, 
and independence — all these human characteristics may 
be attributed to flowers, and are, in fact, attributed to 
them by the unerring sentiment which has created the 
poetry of their language. It is enough to say that to 
the expression of their colour and form must be added 
that of their bearing, their mien, their easy carriage, 
their whole aspect, and thus we shall have in the king- 
dom of flowers an endless choice of decoration for the 
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head-dress of woman, according to her style, appearance, 
and age. 

We often hear it said, that it is a mistake for a woman 
of a certain age to make herself appear younger by her 
dress and style of hair ; that it would be more becoming, 
at thirty-five for example, to dress as if you were forty, 
than to fall back on the style that suited you at thirty. 
This is going too far, as it seems to us, and reckoning on 
a reaction which will not, perhaps, take place in the 
mind of the spectator. No doubt it is a false calculation 
to make yourself appear too young ; but to try to appear 
old, that your age may be charitably allowed to you, is a 
calculation still more false, or, at any rate, a dangerous 
one. In the world, where the battles of coquetry take 
place, where the rivalries of grace, and the emulations of 
art come into play, modesty of intention is a very pre- 
carious artifice : we are generally taken at our word. 

Young women always look well with their hair taken off 
so as to show the face. The ear, according as nature 
has formed it with more or less delicacy, may be entirely 
uncovered or partially hid ; the forehead, if high — if 
longer than the nose — should be concealed a little, and 
the face only uncovered near the temples. Long curls, 
such as Lawrence's figures wear falling on their cheeks, 
have an expression of sentimental reverie which may suit 
certain romantic ladies; but, in a general way, the 
cheeks left bare and the hair turned back is more 
gracefiil and natural than these drooping ringlets which 
the most chaste and tender kiss would disarrange. Why 
display beautiful curls on the cheek when they look so 
elegant on the nape of the neck or the shoulder ? To 
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conceal a part of the face, is it not to make people 
suspect some defect, or to lead them to believe more 
than really exists ? Women who hide under corkscrew 
curls their faded complexions, or the marks which the 
finger of time has left on their faces, make themselves 
look old by this very precaution. Sincerity is best. 

As regards young girls, they are always charming 
when they display the whole of the face. Youth is such 
a skilful hairdresser ! 



FASHION IS CLOSELT C0NK1BCTED WITH HEAD-DRESSING IN WOMEN, THAT 
IS TO BAT, THE ART OF ADAPTING THE BONNET TO THE HEAD, AND 
OF SUITING IT TO THE WHOLE OF THE DEBSa 

The art of dressing the head and the art of fashion 
are connected without being identical, and in spite of 
their close union we can readily distinguish them. The 
bonnet, not being indispensable, as the head can be bril- 
liantly arranged without it, forms part of the dress. It 
belongs to the complete costume, and properly so, since 
it is the crown of all. 

Like all other parts of her dress, a woman's bonnet is 
an indication of character, and this can only arise from 
its relation to sentiment. Look at that nun who is pass- 
ing by, devoted to charitable works, and who bears the 
name of the virtue she practises : she wears on her head a 
large white comette^ which conceals the profile of her face, 
only leaving the organs of sight, breathing, and speech 
uncovered; her hair is invisible, and even its growth 
is hid under the bandage across her forehead. Starched 
and stiff, this comette expresses to herself complete with- 
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draval from the world. Ite single fold has a purpose 
and determinatioa ; no hand has touched it Its smooth 
whiteness is an emblem of chastity and purity. Look, 
DOW, at a fashionable young lady of the present day, who 
has discovered how to wear a bonnet without its covering 
her head, and who, far &om concealing her hair, draws 
it back, pufi& it, crimps it, displays it, and even adds to 
it an artificial abundance. Are not these the two 




ESTREUB SXTEBFTy IH THI HEAD-DRESS. 

extremes of bonnets between which every variety of 
severity and coquetry may find a place ? 

So true it is, that carefully to conceal the hair zxA as 
much as possible of the face is connected with a feelmg 
of severity, that in the time of Isabella of Bavaria, 
towards the close of the fourteenth century, widows 
added to the veil and wimple, which at that time covered 
the forehead, cheeks, and hair, a chin-piece, called a har- 
bette, which only left the month visible, and was looked 
upon as a sign of mourning. Hence the veils, wimples, 
and chin-pieces worn m imitation by nuns of different 
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orders, who by their chastity and self eacrifice are, so to 
apeak, the volaotary and myBtical widows of the worhi. 

When devotion, true or false — for 8<aaetimeB it is the 
fashion — is in the ascendant, the 'bonnet is a protection 
from stolen glances ; it prevents the eyes from seeing 
and being seen by stealth. Such was the bonnet worn 
in France at the time of the Restoration, when a certain 
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religious guise was considered high breeding and good 
taste. In proportion as austerity diminishes, the front of 
the bonnet diminishes likewise, and when the Quakeresses 
give up the tenets of their sect, they will certainly alter 
the uniform bonnet which is one of the outward signs of 
their belie£ If freedom of manners were to giun the 
victory over sedate deportment or hypocrisy, there would 
be nothing left of the bonnet but the shape and the 
strings. 

But to talk of shape, as wc have but lately seen the 
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bonnet, is mere elegant irony. Sometimes it is flattened on 
the bead, like an inverted saucer ; sometimes it is com- 
posed of velvety leaves, mounted in a coronet or en cirhs; 
sometimes it is nothing but a simple bow of English 
point, or a skull-cap of straw bound with velvet, or a 
piece of felt turned up, or a lilliputian three-cornered hat, 
enlarged with all sorts of gewgaws, or a cap of silk cloth, 
or a little bell-shaped funnel, indented and tilted over the 
ear ; sometimes it is only a puflBng of tulle and velvet, or 
a pretty confusion of lace, ribbons, and flowers, so that 
the idea of covering the head has given place to the 
desire to adorn it. A bonnet is simply an excuse for a 
feather, a pretext for a spray of flowers, the support for 
an aigrette, the fastening for a plume of Russian cock's 
feathers. It is placed on the head, not to protect it, but 
that it may be seen better. Its great use is to be 
charmmg. 

But the bonnet, like the dressing of the hair, has its 
varieties of outward aspect, which depend greatly not 
only on the materials employed, but on the turn given 
to them and the manner of wearing them. Of course 
the bonnet itself must be all elegance, whether it be 
severe or coquettish, simple or rich in style, the device 
of fancy, or made after a recognised pattern, like the 
Catalonian, Tyrolese, Watteau, and Trianon shapes. 
Grace is the foundation of everything ; but it varies in 
a thousand ways. 

To say something more of the materials of which the 
bonnet is made, what a difference there is between black 
and coloured velvet! How much more simple and 
grave the one is than the other! The non-colour is to 
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the innumerable shades created by nature or art what 
unity is to variety. But if velvet gives richness and 
quietness to black which it deepens, or to the tints 
which colour it, what an air of lightness and delicacy is 
there on the contrary in a lace bonnet, a knot of blonde ; 
for we see, daily, bonnets composed of these cloudy 
materials which afford neither protection nor covering, 
and whose only purpose is to be arranged prettily, to be 
skilfully manipulated, to be elegantly useless. 

It is the same with feathers : one can scarcely see in 
them the most remote allusion to a sun-shade. Their 
sole use is to ornament. When they are stiff, like 
pheasants' and cocks' feathers, they have a determined 
and gallant expression. Pliant and drooping they have 
a sort of warlike grace, which recalls the crested plumes 
of ancient chivalry, and for that very reason forms a 
pretty contrast between the woman's delicacy and the 
military style of her costume. A single feather is elegant 
and haughty, especially when it falls on the back of the 
head, and why ? Because, by indicating the action of 
the air in a contrary direction to that in which the 
wearer of the feather is walking, it reveals an impulsive 
will, and a life-like movement. 

Several feathers curled, brought together in tufts, or 
symmetrically arranged as a coronet, produce the im- 
pression of richness and style. As to the West Indian 
birds which display their wings as it were in a nest of 
black feathers on iridescent leaves, like the humming 
birds of Brazil, one cannot fail to see in them a magni- 
ficence which suits but few faces, and only those of a 
marked character. Marabout feathers, so wavy and 
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filmy, are only suitable for women of mature age, be- 
cause they add a richness to the head-dress which youth 
does not stand in need of, but which makes up for faded 
beauty. So also, on account of the splendid luxuriance 
of their symmetrical colouring, peacocks* feathers are 
better placed in the centre of the head-dress than at the 
side. 

Let there be no mistake : there are many things in 
the boimet wUch do not depend upon faehion, whilare 
released from its absolute yet limited control. All the 
ukases of this capricious and fantastic sovereign will not 
prevent a bonnet fastened with strings from being more 
modest, more of a covering — I was going to say more 
seemly — than a little cap perched on one side, or a plate 
upside down, like the Nice bonnet, fastened to the back of 
the hair by a ribbon nearly horizontal, and whose ends float 
behind. It is clear that with the one bonnet we connect 
the idea of reserve, with the other the idea of liberty. 
The former covers the space between the cheeks and the 
hollow under the ear, which space always gives a 
voluptuous expression when it is slightly depressed ; the 
latter leaving uncovered the flexibility and grace of all 
the parts about the neck, allows the light to fall tenderly 
upon them and the imagination to caress them. The 
bonnet strings then are not without their bearing on the 
style of the bonnet. Whether they be of blonde or 
crape,' ribbon of silk or velvet, tulle or gauze, they 
express an intention of covering a part which is exposed 
and of fastening the bonnet, thereby giving it an appear- 
ance of modesty. An appearance, we say, for it hardly 
amounts to more than this in the modes, so finely 
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shaded, in which women obey the fleeting decrees of 
fashion. So those women who leave exposed the cheeks, 
the ear, the neck, and even down to the spring of the 
shoulders, seem to make up for the display of the flesh 
tints by the veil which covers all their charms, and is 
carelessly pinned to the back hair. . . But what are we 
saying ? This transparent veil, whose filmy material is 
so prettily called lulle illusion^ is perhaps only a means 
of attracting attention, and of making more conspicuous 
what there is an appearance of wishing to conceal. 

We may remark the same pretence in the chaplet 
which encircles the face, or in the scarf fastened on the 
breast with a rose or a jewel. And what a diflerence 
there is between a scarf carefully gathered under the 
chin, and one which only falls on the neck after having 
been carelessly tied behind and at the side. 

But we must be clearly understood. The suitableness 
of a bonnet may vary. A bonnet which would appear 
smart in town may be elegant and suitable for the 
country or for the seaside, provided the rest of the dress 
is in keeping. At such times a little liberty is allowable. 
Let us add that, generally speaking, for dress to be 
attractive, there must be a contrast, appealing either to 
sight or sentiment, to heighten it. For example, nothing 
suits a pretty woman better, especially if she has a lively 
manner, than to have something rather masculine or 
military in her head-dress. A small Hoche or Kleber 
hat plsiped on hair turned back gives an air of bravado, 
which contrasts with the delicacy of her sex. When a 
woman is devoted to some manly pursuit, like riding or 
hunting, or when she sets out with tourists on a moun- 

I 2 
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t^ expedition, it is alvrays veiy becoming to her to 
bring the rough or manly style of her dress into contrast 
with the dehcacy of her hands, the smallness of her feet, 
and her lithe and fragile figure. 

A man's hat has long been looked upon as classic in 
the costume of a woman on horseback, whose only way 
of asserting her sex is by wearing a veil, under pretence 
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of protecting her eyes firom the dust and sun. How 
otherwise than by a Uttle masculine felt hat with a short 
feather, or a little tumed-up cap, could the dress be 
made complete, which recalls the sedition of the Fronde, 
or a suit consisting of a frock coat with buttons, a vest 
of the French Guard, a turned-down collar, a collegian's 
cravat, and a Zouave's trousers and gaiters ? Who does 
not feel that a martial air gives piquancy to the grace of 
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a fragile cieatnre, because it becomes a pleasant joke, a 
piece of irony! 

Women often wear high boonetB, and there is no 
objection to this, provided the bonnet be perfectly dis- 
tinct from the head, and the excessive length or size be 
quite separate from the mass of the head itself. In the 
fifteenth century, when French ladies wore those huge 
pointed head-dresses called hennin, its mere inclination, 
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without saying anything of its shape, detached it com- 
pletely from the rest of the body, the natural proportions 
of which were not altered by it, because the hennin was 
simply an ornament, evidently intended as a decoration 
for the head, and easily separated from it in imagination. 
In the present day, on the contrary, women make with 
their own or their false hair, a structure all of a piece, 
so clumsy, so voluminous, that, in spite of the most 
elementary laws of human proportion, the head becomes 
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the fifth and sometimes the fourth part of their whole 
person! 

We have spoken of what was meant in the human 
head by a vertical, horizontal, or oblique direction 
{ GramTimre des Arts du JDessin). These inexorable rules 
apply also to the head-dress. Placed horizontally, it 
gives an idea of order and calmness. Coming more or 
less over the forehead, and only allowing the eyes to be 
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seen, as though to increase their brilliancy, it gives an 
expression of independence and originality, because there 
is but one horizontal, while the oblique line varies ac- 
cording to the degree of its obliquity. It is evident that 
a woman's bonnet or hat has quite a different appearance 
when it is placed parallel to the natural lines of the face, 
than when it cuts these lines by being worn to right or 
left, before or behind, instead of following them as the 
frame follows the outline of the object framed. 

To sum np, the same rules hold good for the head- 
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dress and bonnet of women as for the other parts of their 
dress and personal ornament of which we are going to 
speak. Regularity, symmetry, unity, the choice of the 
vertical or horizontal, are essential to the severe or 
serious style; while variety, alternation, contrast, the 
preference given to oblique lines, are indications of self- 
will, boldness, and caprice, or at any rate the character- 
istics of youth and liberty. 



DRESS. 
XI. 

WITHOUT VIOLATING THE ABSOLUTE LAWS OF BEAUTT^ MALE COSTUME 
OUGHT TO VARY, BOTH ACCORDING TO THE CLIMATE OP THE COUNTRY 
AND THE BELIEF OF THE NATION, AND ALSO ACCORDING TO THE 
NATURE OF A MAN'S FUNCTIONS AND HABITS OF LIFE. 

It would be a false idea to try to reveal the shape of 
the body by means of the dress which covers it, for we 
do not dress to display the nude figure, but to protect it 
from the inclemency of the weather and to conceal it 
from view. Sculpture, it is true, often employs drapery 
so as to make the nude figure seen beneath its slight 
covering; but the sculptor, in doing this, thinks of 
nothmg else but the beautiful. Marble is only an 
emblem ; it is not chilly ; marble, being chaste, feels no 
shame. Destined to show the beauty of the immortals, 
it does not express morbid and perishable flesh, but 
forms pure, eternal, and divine. Drapery, then, in the 
hands of the sculptor is only a means of enhancing the 
beauty of the nude figure, by contrasting with its compact 
and smooth modelling the ruggedness of the folds, and 
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with its whiteness, on which the light falls, those sunken 
parts which retain the shadow. 

But the drapery of the living man is subject to other 
conditions. It is not necessary that it should cling to 
the limbs like a wet cloth. Better, indeed, not to reveal 
the shape than to simulate it as the scabbard does the 
sword. Dress has its own dignity and elegance, not 
entirely and absolutely depending on the body it covers. 
The outer covering may have a grace independent of the 
form beneath. 

Since 'civilisation has invented and insisted upon 
modesty, dress, even when it was not a protection 
against the climate, has necessarily been employed, not 
to display the shape, but to conceal it. The simple and 
primitive nudity of the fellahs in Egypt has nothing 
immodest in it ; while on the contrary the tights of our 
male and female dancers are almost indecent. Besides, 
convenience is hardly more consulted than decorum in 
these close-fitting garments, which impede the move- 
ments and prevent the blood from circulating. But for 
men leading an active life, or for -military men, it is not 
unsuitable to show the curve of the leg by means of tight 
stockings or gaiters, in order that the wearer may appear 
more at ease. Generally speaking, a man with a large 
head, coarse features, and a brawny face, will not have 
a slight leg, a bony ankle, or a meagre calf ; and, in such 
a case, there would be a happy efiect of harmony, or, if 
you will, of consonance, in showing that the lower part 
of the figure corresponds to the upper. How much more 
ready and alert a Greek en Justanelle^ and a Zouave with 
his breeches gartered below the knee, appear, than a foot 
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soldier whose large trousers fall over his shoes. It 
follows, then, that man's dress should have amplitude, 
or at least ease, where it envelops the trunk, and should 
be tight-fitting only at the extremities. 

There is one part of a man's dress whose use is indi- 
cated by nature itself — I mean the belt. Races remark- 
able for their activity, such as the Basques, the Spaniards, 
the Corsicans, and generally the inhabitants of mountain 
countries, gird up their loins, and so are more capable of 
bearing long marches and fatigue. The belt is a peri- 
pheral ornament corresponding with the axis of growth, 
but one which, however slight and loose it may be, still 
assists our movements. This is so true that the Romans 
called the brave man ready for action alte cinctus (high 
girt), and the indolent nerveless man, the cowardly 
soldier, discinctus. " Mistrust," said Sylla, speaking of 
Caesar, "that young man with the loose girdle^' — vt 
male prcBcinctum puerum caverent By contracting the 
internal organs, the belt renders them more easy to be 
carried. It is to man what the girth is to a horse : it is 
only laid aside when at rest. 

The contrast between a tight and a loose garment is 
not without grace, because it expresses readiness for 
action, with a determination to be at liberty in action. 
There is nothing more charming than the floating 
chlamys of the Athenian knights, so well imitated in 
France by the short cloak of the Valois, which did not 
reach below the belt. But the elegance of this light 
mantle consisted in its contrast with a tight-fitting 
doublet and hose. 

His linen is one of the most important and delicate 
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parts of a man's dress ; but custom requires that we 
should only show what is necessary to make its cleanli- 
ness evident. The display of the shirt-front has a double 
inconvenience, in leading us to think that its whiteness 
is perhaps exceptional, and at the same time in throwing 
a great mass of light on the chest, which attracts the 
attention and fatigues the eye. 

Titian, in his portraits, manages the whiteness of the 
linen with great care. Where the costume requires it, 
part of the shirt-front is seen ; but its whiteness is 
softened by a warm glaze, and by the little shadows 
formed by the folds of the tumbled linen. Van Dyck 
and Rembrandt, in their pictures, treat the fiiUs and 
bands in a way not to offend the eye by their whiteness, 
by laying over them a slight tint of blue or yellow, and 
they soften them still more by means of the little black 
points in the lace. The plaited ruffles are equally sub- 
dued to throw out the flesh, the white of the eye, and 
the lights on the forehead, the nose, and the cheeks. 

In everyday life, as the whiteness of the linen cannot 
be toned down as in painting, it becomes, when it is too 
much displayed on the chest, a spot of light distressing 
to the eye, and an ostentation which popular wit has 
ridiculed by creating this metaphorical expression for 
him who gives himself airs of importance — " he makes a 
show of his linen'' (il fait jabot). There is, besides, a 
certain dignity, or at least reserve, in buttoning oneself 
up, rather than in leaving the waistcoat completely open. 
This is so true that language even gives us a proof of it. 
Thus we make use of another metaphor for a man who 
pushes circumspection too far : we say that he is " always 
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buttoned up." A similar idea is attached to the expres- 
sion "high collar" {collet montSj^ the interpretation 
given to the appearance of a man whose head is buried 
in his coat. 

The expression of the head depends greatly on what 
supports it. So the surroundings of the throat have a 
great deal of character about them. If a man wears his 
beard long^ a cravat is almost useless ; the collar of his 
shirt or some sort of border may take its place. If the 
beard is short, the cravat looks bad if it is higher than 
" Adam's apple," because by appearing above it, it would 
be a contradiction to the disposition which a desire to 
dispense with the razor supposes. 

Let us speak now of coats, and we will begin with that 
which in cold countries is specially intended to cover the 
chest, and which was formerly called a doublet, after 
Richelet's definition, thus expressed — "A part of a man's 
dress which covers the back, the stomach, and the arms, 
and which consists of the body of the doublet, the sleeves 
and the collar, and of busks and skirts." Simplified, the 
doublet has become what we now call a waistcoat. But 
under whatever name it may be worn, whether it be 
without sleeves to put under a coat, or whether, to take 
the place of it, skirts be added, it is necessary that this 
part of the dress should not divide the bust into two 
equal parts, and that it should reach at least as low as 
the navel, in order to diminish the size of the abdominal 
regions, by giving more importance to the organs of 
respiration. 

Here we touch upon a point which is influenced by 
national ideas and beliefs. There are nations, such as 
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the Chinese and the Japanese, who consider obesity as a 
sign of perfect happiness. They call domestic union the 
emhonpoint of families ; just government, the emhonpoint 
of the empire ; harmony among nations, the errJ)onpo{nt of 
the world. Far from repressing the development of the 
belly, the Chinese display it with delight, to judge by their 
sculptured and painted representations. The people of 
the West, by reason of their spiritualism, attach more 
value to the predominance of the pectoral muscles in a 
broadly developed trunk, whose hips are perpendicular, 
and whose viscera are restrained by rigid muscles. The 
Greeks have given us a proof of this predilection in their 
statues, particularly in that of the lUssus^ which formed 
part of the western pediment of the Parthenon. Since the 
era of Christianity, the predominance of spirit over flesh 
has only strengthened the feeling of the Greek artists. It 
is natural, therefore, that, according to their belief, the 
Western nations should assign a higher rank to the 
organs of respiration than to those of digestion : let us 
not forget, besides, that the word spirit originally signi- 
fied breath. This is why it is more fitting that any 
garment serving as a doublet or waistcoat should extend 
at least to the spring of the hips, so as to cover a part of 
the belly, while it gives breadth to the chest. 

But a doublet without sleeves and skirts becomes an 
under garment, and it is especially the outer garb which 
comes within the range of aesthetic observation. Whether 
this be a robe, a gown, a cloak, a firock coat, or a dress 
coat, the first remark we have to make is, that the length 
of the garment ought to be in proportion to the sedate- 
ness of the wearer. The imaum and the dervish in the 
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East, the Coptic monk in Egypt, the rabbi and the 
Catholic priest in Europe, dress in a long robe or a 
cassock. The magistrate, on his part, following the 
example of the priest, puts on, in what he calls the 
sanctuary of justice, a dress which is lengthened and 
widened into a gown. See at the Comddie-Frangaise 
Moli^re's doctors : they are dressed as they were in his 
time, in a short cassock or a black robe with bands. 
This was because they wished to impose on the public, 
and force themselves upon the sick, and so the empirics 
of that day were instinctively led to adopt a dress eccle- 
siastical in shape and colour, and to comport themselves 
in their language and garb like the priests who styled 
themselves the physicians of the soul. So the physical 
embarrassment of a long dress, and the impediment it 
offers to quickness of motion, answers, in a moral sense, 
to a feeling of gravity and decorum. 

On the other hand, as soon as functions, instead of 
being purely spiritual, became active, as in civil, indus- 
trial, or military life, the dress was shortened, the legs 
ceased to be clothed with an embarrassing covering, the 
robe became a frock coat, the frock coat a dress coat, the 
dress coat a vest, and the paletot itself is only, like the 
sailor's overdress, a shortened cloak, without weight or 
inconvenience, or any other folds than those intended by 
the tailor. It was in short cloaks that the "petits 
abb^s " of the Regency pursued ladies with their gal- 
lanteries and their weak verses. The Duke of Wel- 
lington, who was well made, and who wished it to be 
known, cut short the skirts of his blue uniform coat, in 
order to appear better proportioned and more active. In 



126 ART IN ORNAMENT AND DRESS. 

battle, and notably at Waterloo, to be more easily recog- 
nised by the whole army, he wore a small white cloak, 
which did not come below the saddle of his horse, and 
which in no way impeded his movements. From all this 
one sees that a long garment is expressive as connected 
with the idea of a peaceful, grave, and abstracted life. 
" Quant aux vestements," says Montaigne, " qui les 
vouldra ramener h, leur vraye fin, qui est le service et 
commodity du corps, d'oii despend leur ^c^q et biens^ance 
originelle. . . /' If it were true that the gracefulness of a 
garment ought only to be an evidence of its usefulness, 
the aesthetics of costume would be reduced to an inquiry 
de commodo et incommodo ; but it is not entirely true : 
suitability — I mean the true relation of the object to the 
purpose for which it is intended — is not the sole element 
of beauty ; it is not more so in the draped than in the 
nude figure. 

Let us glance, for example, at the coat called a dress 
coat (frac) — ^Diderot wrote it fraque — skirts are neces- 
sary pendentives for two reasons ; first, because placed 
as they now are they form a suitable transition between 
the body and the legs ; and secondly, because this orna- 
ment is almost the only one which in male costume 
represents the centre of gravity. In the time of the 
Directory, the IncroyahUs had two watch pockets in 
their trousers, and they wore two watches, the chains 
and seals of which they left hanging to right and left. 
This was to conform to symmetry, which is absolutely 
essential in all pendentive ornaments, since we have 
agreed to apply this word to costume. A single watch 
chain falling on one side would be as distressing as a 
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single earring. So we have given up this ornament, and 
the watch is placed in a pocket of the waistcoat, leaving 
the chain to appear as a fastening, and not as a pendant 

The dress coat or frac is at present what the jv^tau- 
corps was before the Revolution. The pockets that we 
have contrived under the skirts behind, were then worn 
in front, and of these pockets, by means of braid, flaps, 
and worked button holes, a kind of ornament was made. 

But the jiLstaucarps^ coming down to the knees almost 
like the frock coat of our day, hid all signs of wear that 
might appear on the under garment, that is to say on the 
breeches: so it was thought needftil to suppress the 
skirts in front, keeping only the tails behind, and this 
was done with the idea that the less any part of the dress 
was concealed, the more was it imperative to keep it 
clean ; and as consequently a frock coat is less cere- 
monious than a dress coat, it amounts to this, that it 
shows more politeness to appear in a dress than in a 
frock coat. And is it not the same feeling a little exag- 
gerated, which has led men of fashion to wear the waist- 
coat very much open, in order to display the greatest 
possible expanse of shirt front on the chest at a dinner- 
party or a ball ? 

The ornaments which Semper calls " ornaments of 
direction " are rarely found in the dress of the civilian. 
But we find some examples when we go back to old 
fashions, particularly to the shoulder-knots, which pre- 
vailed in England in the time of Queen Anne, after having 
been in vogue in France in the seventeenth century — 
those shoulder-knots which play so striking a part in 
the famous Tale of a Tub of Swift. You remember how 
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the three twin brothers of that allegorical fiction twist 
their father's will to find in it permission to wear on 
their dress braid, fringe, and tufts of ribbon. The 
shoulder-knots transformed later on into aiguUlettes in 
the uniform of our officers, are suitable for military 
costume, because, being light and waving, they form 
an ornament of direction and a vivid image of movement. 
But they should only be worn at Court or in town, unless 
by the young dandies of society, or by pages, for it is 
evident that any appendage to dress which waves in the 
wind, clashes with physical gravity, and contradicts the 
feeling of moral gravity. 

" Iphis sees in church a shoe of a new fashion, he 
looks at his own and blushes ; he no longer thinks him- 
self well dressed : he had come to mass to show himself, 
and now he hides himself. See him kept by the foot 
in his room all the day.*' So says La Bruy^re, and he 
uses this illustration to give a vivid idea of the im- 
portance of the shoe in costume, or at least in fashion. 
Next to the head-dress, there is nothing which attracts 
the eye more than the shoe, because it is natural that 
in looking at a man from head to foot, or firom his feet 
to his head, the attention should be arrested by the 
extremities. 

From the slipper without a quarter piece to a postilion's 
top-boots, firom the pumps of the dancer to the hob- 
nailed shoes and rough gaiters of the gamekeeper, all 
shoes ought to be visibly made for their purpose, and 
in an extreme case their very suitability will make them 
beautifiiL Here we may say with Montaigne, " que la 
biens^ance originelle depend du service et de la 
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commodite du corps." Let us recall the gentlemen 
painted by Vaudyck and Wouvermans in their great 
top-boots* Even when they were on foot, imagination 
pictured them on horseback. The high tops of these 
boots, were they not in fact indicative of the protection 
necessary to the knee, that it might not strike itself 
against the holster of the pistol? Such a precaution, 
however, did not prevent the clock of the stocking worn 
with the boots from being ornamented when required 
with lace ; but the wide boot of a Bassompierre was 
none the less made to show the habits of the cavalier, 
even though the rowel of the spur was not necessarily 
seen. 

To bring vividly before the eye the connection between 
the dress and the ftinction it is to discharge is certainly 
a merit, and there are certain parts of civilian garb 
which have no other* Those who in our own day wish 
to revive the fashion of wearing boots beneath which the 
trousers are drawn and concealed, are in the right, for 
nothing is more contrary to sense than to cover the 
leather of the boot with the cloth of the trousers, as we 
have long done in France. Just as in architecture, it 
is an axiom that the strong part should support the 
weak, so, in the economy of dress, it is a iundamental 
truth that the substantial should protect the delicate. 

The modem boot is nothing but a reminiscence of the 
greaves worn by the Greeks in battle, and which our 
gaiters somewhat resemble. But the greaves, which 
were of metal or leather, only covered the leg and left 
the foot bare : the Romans turned them into boots by 
adding a vamp and soles, and, looking to the expression 
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used by Suetonius to designate the boots of Augustus, 
tibialihus muniehatur^ we must come to the conclusion 
that they were something more than mere boots; and 
that they protected the tibia by reaching to the knee. 

Our ancestors placed on their shoes sometimes bows 
of ribbon when they wished to parade their red heels on 
the floors of princes, sometimes silver buckles when they 
desired to be studiously polite in the intercourse of 
middle-class life. They thus expressed, merely by the 
appearance of the shoe and its ornaments, either an in- 
clination towards elegance or coquetry, or a simple desire 
to be polite — so true it is that the care bestowed on the 
toilet, according as it is excessive or controlled, betrays 
self-esteem, or is a mark of deference towards others. 

To the artist who looks on a man dressed as the 
great painters did of whom we have already spoken, 
that is to say, as a walking portrait, bare hands are 
echoes of light, which it is well to moderate in order to 
give greater prominence to the light of the face. Hence 
the introduction of the glove in portraits where the hand 
would be too conspicuous and would be a rival to the 
face. 

But the glove^ so happily employed as a picturesque 
accessory by Titian, Velasquez, and Rembrandt, was not 
invented by them, for its use is traced back to antiquity : 
gloves were known four or five centuries before our time. 
According to Xenophon, the Persians wore gloves in the 
winter, and displayed as much luxury in them as in the 
rest of their dress. We may also believe that the gloves 
with which the Tartars and the Samoyedes cover their 
hands are of great antiquity, if we can give the name of 
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gloves to what axe furs without divisions, that is to say 
without fingers. 

In the Middle Ages, gloves were sometimes an or- 
nament reserved for nobles and prelates, who often em- 
bellished them with precious stones, sometimes a mark 
of acknowledgment given to the lord by his vassal, 
when put into possession of a fief or a long leasehold, 
sometimes a love-token worn as a talisman on his helmet 
by a knight who hoped by it to be victorious. In the 
present day gloves are only an article of comfort or a 
sign of good breeding ; but they vary according to their 
colour and the leather of which they are made. 

Except as a symbol of mourning, black gloves are 
intolerable, because they extinguish, as under a layer ot 
ink, what is of most importance in the human body, the 
instrument par excellence of universal language, the 
hand. Let the glove by its light colour be distinct fi-om 
the dress of the man, that is sufficient. A bright colour, 
approaching pure white, would be out of place, unless it 
were drowned in waves of light at a brilliant soiree or a 
ball. Light blue, pearl grey, mauve, brown, peach, 
havane, chamois, fawn, and all other shades of the same 
depth, that is to say, not going higher in the scale of 
lightness, are those which appear to suit gloves for 
ordinary wear ; and these colours will be generally used 
for them, when certain other colours are given up, which, 
in an article where elasticity is essential, would recall 
hard and unyieldiilg substances, such as bronze, iron, 
and slate. 

Again, thick gloves, cut out of strong leather like 
beaver, buckskin, buflalo and deerskin, the stout gloves 

k2 
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which falconers formerly wore to protect their fingers 
from the claws of the falcon, have a character of their 
own. The rough and soiled gloves of Cromwell, those 
gloves which the toils of war had unsewn and which 
suit so well his doublet worn by the halbert, and his 
dusty hat, have too an expression of their own, when we 
see him thus accoutred in his portraits, opening the cofl&n 
of Charles I., or closing the doors of the Parliament. 

The aesthetic quality of the accessories of the dress 
depends for the most part on their connection with 
certain ideas or reminiscences which occur to all culti- 
vated minds. There is more pleasure in guessing the 
use to which a thing is put or its suitability than in 
verifying it by actual observation, because we like better 
to look at objects with the eye of the imagination than 
to see them with our bodily sight. Gloves of reindeer 
skin lying forgotten on a table make us think immedi- 
ately of the sportsman who passes his life among horses, 
in driving a britska, or in fox-hunting. How many 
things can we see in a glove which has covered a man's 
hand, and which retains the impression left by his 
nervous movements and the trembling of his fingers 
when imder the sway of thought ! 

I can recall, in connection with this subject, one of 
those profound impressions which the observation of an 
apparently trifling and insignificant detail sometimes 
leaves. In March, 1849, when I was Director of Fine 
Arts to the Ministry of the Interior, I represented to 
M. Dufaure, at that time Minister, what a pity it was to 
make use of the Louvre for annual exhibitions, and so to 
hide periodically all the fine old masters behind a screen 
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of modem canvasses. As it happened, the palace of the 
Tuileries was then uninhabited, from the pavilion of 
Marsan to that of Flora. M. Dufaure conferred with 
General Changarnier, and all that part of the palace was 
placed at the disposal of the Director of Fine Arts, who 
for the first time was able to free the Louvre from its 
servitude. While inspecting the rooms of this deserted 
palace, I reached the door of a chamber which had 
remained closed for seven years, and of which the Queen 
Marie-Am61ie had kept the key. It was the room 
which the Duke of Orleans had just left the day when 
he fractured his skull on the pavement. Nothing had 
been touched : papers, books, cigar-boxes, k^pis, sword- 
belts, a quantity of things were there, in the disorder in 
which he had left them. What struck me most, was to 
see on a table, thrown here and there, gloves of all 
colours and sorts. The life of this young man, divided 
between pleasure, hunting, and war, revealed itself in 
the appearance of these scattered gloves, some tumbled, 
others intact, some tried on, others still in their box. 
There were chamois gloves for driving, beaver for riding, 
dogskin, white lambskin, and kid, and all these varieties 
of the toilette had there a singular and striking meaning. 
But the leather of these gloves had long since shrunk : 
the lambskin was stiff, the kid like parchment, and these 
lifeless objects, which told so plainly the story of the 
habits of the young man of fashion who had worn them, 
told also of his death. 

So, whether we examine it as a whole or in detail, the 
costume of a man is or ought to be an external indica- 
tion of the part he has to play, of his condition, and 
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disposition, and, consequently, it ought to vary according 
to the profession he follows, in other words, according as 
he is engaged in a life of contemplation, a civilian's, or a 
soldier's life. To each of these three chief varieties — ^not 
to mention shades of difference — ^there correspond some 
invariable principles, which it is important to sum up. 
A long and easy garment, whose length is almost con- 
tinuous, whose colour is dark, whose ornaments are 
annular, suits priests, magistrates, monks, and generally 
men whose life is sedentary and studious, that is to say, 
the men of contemplation. Short coats, broad and tight 
belts, which fecilitate the movements by confining the 
viscera ; the ease of breeches, the extremities free, the 
legs at liberty, as'in the uniform of the foot soldier, or pro- 
tected as in that of the cavalry ; boots at once strong and 
elastic, like Hessian boots ; ornaments of direction, that 
is to say, waving appendages, particularly in the head- 
dress ; gay and gailant colours — vsuch are .the varieties 
demanded by military .<feess. 

As regards civilian costume, we may say that it holds 
a middle place between the other two, and that the dif- 
ferent degrees of width or scantiness, length or shortness, 
simplicity or richness of ornament, . lightness or darkness, 
airiness or gravity, a wish to give freedom to the move- 
ments, or a calmness that is intended to be apparent — 
ought to be in keeping with the profession of a man, with 
the duties he has to fulfil, and, so to speak, with the 
tempeiament of each mind. 

Is it necessary to add that in man's dress, as in every- 
thing else, the first and absdlute law which must govern 
all suitability uis harmony? Is it necessary to say that 
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the plumed felt of Cinq Mars would be ridiculous on the 
head of a man dressed in our scanty frock coat, and that 
the graceful cap of a Valois does not assimilate except 
with the easy, light, and gay garb of those personages ? 
Lastly, is it not a truth which our feelings corroborate, 
that ornamental facings, collars of a different colour to 
the coat, skirts turned back, edgmgs, braid, linings in- 
tended to be seen, top-boots, and other similar details, just 
because they go well with military uniform, would be out 
of place in the dress of a civilian ? That unity should 
be expressed by the exterior of the dress is still more 
necessary in woman's attire, because variety, alternation, 
and contrast are as spices invented by the coquetry of 
the sex, means of attracting and pleasing which, in man, 
should be subordinate to his wish that his personal habits, 
his cast of thought, his duties in life, and his character, 
may be apparent at a glance. 

And now, to those who look upon such questions as 
trivial, we will say, and insist upon saying, that a man's 
dress is also the garb of his thoughts. The proof of this 
is that to bring about an aesthetic alteration in costume, 
requires nothing short of a complete change both in 
religious and moral ideas. At the time when the 
followers of St. Simon wished and hoped to found a new 
religion, they were seen to assume a new dress. On the 
6th of June, 1832, to the roar of the cannon of St. M^ry, 
they opened the doors of their retreat at M^nilmontant, 
to march in public procession, with a sort of religious 
solemnity, to the ceremony of assuming the new garb. 
Their uniform, designed by Edouard Talabot, was as 
elegant as it was simple ; a hhie^ justaucorps opening in 
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front over a waistcoat which buttoDed behind, a leather 
belt, white trousers, and a red cap — this was what com- 
posed it : the neck was bare, and the beard was to be 
worn long, in the Oriental fashion. 

The ceremony of assuming the dress was the occasion 
of strange scenes. Father Enfantin, who had been 
absent for three days, presented himself at two o'clock 
before the eyes of the brotherhood, who awaited him 
with emotion and meditation. As he appeared, there 
passed through the faithful, as it were, a sudden thrill of 
admiration and affection, and they all began to sing in 
chorus. • , . Meanwhile, he advanced with a slow and 
majestic step, his head bare, his face beaming. <. . After 
he had spoken, the Father, assisted by one of his 
disciples, assumed the apostolic habit. Then helping in 
his turn the brother who had assisted him, he said, 
" This waistcoat is the symbol of the fraternity : no one 
can put it on without the help of one of his brethren. If 
it has this inconvenience, that it renders assistance indis- 
pensable, it has also the advantage of reminding us 
each time of the ruling idea of the Association." * 

No, nothing is trivial which may be a reflection of 
thought. If in our age a uniform costume has succeeded 
the intentional varieties which were the outward marks 
of social distinctions, it is because uniformity is now an 
external declaration of the principles of civil equality and 
liberty, inaugurated in the world by the French Revolu- 
tion. I say Liberty, for formerly everything was regu- 
lated, settled, and classified according to the laws of a 
rigid etiquette. The royal will of Louis XIV. laid down 

* HUtoire de dix ans, by Louis Blanc^ ill., 322-3. 
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regulations for the toilette as well as for commerce, 
ndustry, and literature. Not to mention the justaucorps 
d hreoet^ invented by the King, as though to hint at the 
deference of the courtiers who surrounded him, the 
costume of Frenchmen was at that time subject to regu- 
lations, which, without being written down, were obeyed. 
Velvet, satin, frieze, and cloth were to be worn in winter, 
silesias and camlets in spring, and taffetas in summer. 

The rule of the three unities — ^may I be forgiven for 
saying it ! — was not more rigorous than the obligation to 
begin wearing fars on All Saints' Day, to leave off muffs 
at Easter, and English point after Longchamps. Now 
people may dress themselves as they please, but under 
the eye of public opinion, under the surveillance of 
ridicule which will not allow the liberty assumed in 
every-day costume to go so far as to set equality at 
nought. 

But, alas! the uniformity of civilian garb does not 
prevent variety in military dress, and if Europe in a frock 
coat testifies to the fraternity of nations, Russian, 
Austrian, and English uniforms, the Prussians in blue, 
our own Turcos in turbans, and our infantry in red 
trousers, say plainly that the principle of war is deep- 
rooted in this old soil, tilled by the philosophy of so 
many centuries, and that the peace of the world is only 
a dream. 
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XII. 

IK A WOHAN's DBESS THE SELECTION OF THE MATERIAL IS THE FIRST 
CONSIDERATION, IN THAT RKLATIYE BEAUTY WHICH INDICATES THE 
wearer's CHARACTER. 

Before a woman has put on the dress she intends 
wearing, before she has even chosen its shape or ordered 
the style in which it is to be made, something of her 
&ncies or of her mood has betrayed itself in the selection 
of the material that has attracted her attention and 
decided her choice. How many degrees in the scale of 
sentiment can be traversed, between the austerity of 
a coarse cloth and the soft luxuriance of a foulard! 
How many varieties exist, between the flannel which 
formerly sufficed the modest grace of Athenian maidens, 
and the rich silk whose rustlings accompany a woman's 
movements and announce her approach ! 

And, first, it is firom their relation to light that materials 
derive their characteristics. Each, independent of its 
price, is distinguished at the first glance by its particular 
assimilation with the daylight Some textures absorb the 
rays, like wool, others vividly reflect them, like satin, others 
deaden them, like cloth, or subdue them, like velvet. 

If organdie is simple, tarlatane modest, barege discreet, 
if the ** holy muslin " is frequently and wisely recom- 
mended, it is chiefly because these materials, being trans- 
parent, have a soft efiect and refuse to shine. If there 
is a shade of gravity in poult-de-soie, in faille, in gros- 
de-Naples, it is because the texture of these silks slightly 
subdues their brilliancy, whilst slight taffetas and thin 
silks^ such as the Florentine or the Persian tissues made 
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at Avignon, offer more distinctly the contrasts of bright- 
ness and shadow, and entrap in their long graceful folds 
the rays of 'light These bright gleams are often very 
striking in materials which imitate silk, like alpacas, but 
they have greyer shades, which soften the sheen. If 
there is a superb effect of quiet wealth in silk velvet, it 
is owing to the beauty of its deep, .warm tones, which 
dissolve into each other with the richness of their 
shadows. By mixing wool with silk or with alpacas 
or goat's hair, to produce Irish poplin, sultane, alpaca, 
and mohair, these materials are rendered less glossy than 
pure silk, and, whilst dimming their brilliancy, the wool 
gives them a softly luxuriant eflfect which associates it- 
self with domestic life and family virtues. 

Following the same train of thought, the mixture of 
lustrous wools and cotton, that forms dull heavy look- 
ing materials, like Orleans . cloth, suggests simplicity and 
comfort. Whilst pure cotton fabrics, jaconet, cambric 
and nansouk, display, after being ironed, a clearness of 
folds, a freshness of appearance, which seem to indicate 
a kind of moral purity, and this effect is doubly striking 
in pieces of linen thread, like ticking or lawn. 

Thus the texture of the material has an expression by 
the manner in which it is affected by the light, i,e. by the 
way in which the rays are absorbed or reflected by it. 
This character is infinitely ^varied by the material being 
plain, striped, quilted or figured with large spots or small 
flowers, and by the arrangement of. these ornaments, 
whether successive or alternate, abundant or rare, un- 
obtrusive or striking, dispersed or closely set, carelessly 
or regularly placed. 
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The stripe? It immediately changes the style of a 
material ; producing an elongated effect, if vertical, and 
a widening effect if horizontal. Oblique, the stripe con- 
veys an idea of absolute freedom, for it does not cor- 
respond either with the movement of the figure or with 
its repose. From the moment the stripe is used to vary 
a drees, the result is the very contrary of unity, especially 
if the stripes are alternate either in colour or width ; for 
instance a wide stripe succeeding a narrow one, or a 
rose-coloured a red one. 

Between plain and striped materials the same difference 
exists as between a rubbed or stumped drawing and a 
print. A severe painter, like Ingres, for instance, who 
wished to give a particular style to his works, preferred 
them rubbed, because the expression of the form seemed 
to him grandest when most simple, and because the grace 
of the pencil stroke, and the freedom of the hatching- 
process are apt to degenerate into mere prettiness, and 
thus attract the attention of the spectator to the manner 
of expressing the form rather than to the form expressed. 
On the other hand, the engraver, wishing to reproduce 
a design, either shaded, rubbed or merely of pencil 
strokes, invents lines, which, while producing the same 
amount of black on the print, by their flow, their flexi- 
bility, their undulations and their elegant curves, enliven 
the master's severe outline, being spaced out over the 
lighter parts, and brought closer together in the shadows. 

Now look at a striped material : we might say it en- 
graves itself; the cross lines, which in the loom are 
perfectly regular, are broken on the finished dress ; their 
parallelism is disturbed with each movement ; they dis- 
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perse in one place to reunite in another ; they undulate 
with every ripple of the surface and straighten themselves 
in obscure folds. The stripe has a slightly fantastic style, 
because it provokes and amuses the eye, contrasting with 
the dignity of plain materials which rest the sight. The 
one appears frivolous because the other is always quiet. 

But should the stripe be complicated by a second, the 
two stripes must unfortunately be cut at right angles. 
In fact, nothing is more unbecoming than a checked 
material made into a dress, particularly in the bodice, 
because the perfect regularity of the squares renders the 
least disparity in the shoulders, the clavicles, and the 
bust, strikingly conspicuous. 

In modelKng the human figure, the Supreme Designer 
seems, it is true, to have left some traces of the original 
squares, but the verticals and horizontals, on which the 
figure is constructed, have been nearly everywhere efiaced, 
so that nature, not being chained to rigorous lines, could 
freely give birth to innumerable individuals, all resem- 
bUng the original type, but all differing through the 
endless accidents of life. The primeval type could only 
be restored in the network of the Divine geometry. 

However, if the check is extremely small, this diffi- 
culty no longer exists ; the texture appears only shaded 
and unity is re-established. And the same result ensues 
if, of two stripes cut at right angles, one subdues the other, 
either through depth of tone, or width of line, for then the 
squares disappear and simply form an additional variety 
in the stripe ; but this can only result from one of the 
shades being three times deeper than the other, and the 
first line three times wider than the second. This re- 
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mark may be verified in the Scotch or tartan silks, where 
the stripes, although crossing at right angles, seldom 
form distinct squares, because they are continually in- 
terrupted by a change of tint. Here, for instance, a 
vivid red deepens on one side into brown and on the 
other fades into pale pink. Or there, blue rectangles lose 
themselves in a green line, or meeting poppy, change 
into violet ; sometimes the material is brightened in one 
part by a golden yellow which merges into unbleached 
white, while passing through it. Then come fine clear 
lines, which, placed at uneven distances, enlarge the 
squares on all sides and thus soften their rigid effect. 
But whatever the design of a tartan may be, the extreme 
variety of colour and the complicated and changing 
stripes produce a fancy material, wholly repugnant, by 
its characteristic style, to the dignity of dress, although 
very suitable for children and when worn short, for young 
girls. . . . But is it not wonderful that the same prin- 
ciples which govern greater things rule also lesser, and 
that unity is a necessity of nobleness in the apparently 
most frivolous art, as well as the secret of greatness in 
the highest efforts of the human mind ! 

With regard to chin6 taffetas, and brocaded silks, 
they appear uniform or plain, if the pattern laid on 
is sufficiently pronounced to produce at a distance a 
general tone of colour. But however distantly or closely 
we look at the black embroidered Lyonese silks, where 
the flowers are raised on the surface in various colours, 
they never produce a uniform effect, owing to the scantiness 
of the ornaments, because the little flowers are added in 
relief, and are distinct from the background, like the 
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plastered touches on an artist's canvas. In this case 
the embroideries look better in alternate colours and 
places. All the advantages of variety are then secured, 
the flowers for instance being successively yellow, green, 
and red, but erect in one shade, slanting in another, or 
placed in turn now from left to right, now from right to 
left. 

Figured silk is composed of two different tints: for 
instance, garnet branches on a black ground produce a 
richness, which, although very striking, is somewhat 
severe ; less severe, however, than the shaded brocades, 
such as pale blue on dark blue, or dull heavy black on 
glossy brilliant black. The dignity of female dress is 
increased by everything which allows uniformity to pre- 
dominate, whilst relieving it by slight variations, formed 
by designs laid on in the same tints, by some quiet 
change of colour, or by the workman's labour, who, by 
passing the material through a calender to water it, 
makes serpentine threads of light on the surface, and 
thus varies the texture without introducing any new 
element of design or colour. 

When Paul Veronese, in the Marriage of Cana, shows 
us magnificent figured stuffs, on which he lavishes all the 
varieties of tints and striking contrasts, it is remarkable 
that the robes of state, the splendid damasks, the amber 
silks, the emerald velvets are reserved for the musicians 
who attend the banquet and the cup-bearers, without 
mentioning the bride and bridegroom, whilst the Virgin 
and Christ and those who are in the seats of honour are 
simply clad in woollen tunics of pure red and blue. So 
that even in representing an Oriental festival, which 
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enabled him to display all the Bplendour procurable by 
Eastern wealth, the great master instinctively submitted 
to the conventional feelings which form the esthetics of 
dress, and which make themselves, before all, felt in the 
character of the textures. 

We have stated the moral expressions of colour and 
how they should be mingled. In a woman's head-dress 
they should blend with the shade of her hair, which 
almost invariably con-esponds with her complexion and 
with the colour of her eyes. Following the bent of 
her humour, or the train of her thoughts, a woman 
occupied with her dress would choose pure or mixed, 
striking or modest shades, those which ascend from deep 
violet to brilliant yellow by the cold scale of pale mauve, 
pure blue, turquoise, green, and sulphur, or those that 
descend from yellow to violet by the warm scale of 
Faifron, orange, capucine, red, and garnet. But since 
a secret relationship exists between the moral tempera- 
ment and the physical colours of the eyes, hair, and 
complexion, an involuntary harmony is at once esta- 
bhshed between the studied choice dictated by vanity, 
and that which results from the usual or a passing 
state of mind. The colour most becoming to a woman's 
beauty is generally that which is an indication of her 
character. In the selection of materials, without refer- 
ence to colour, I imagine that a prudent, intelligent 
young woman would chose plaids for her children, 
spotted or striped foulards for young girls. She would 
reserve for herself the poult-de-soie and the taffeta, the 
plain velvets, and all materials which are so finely striped 
that they become self-coloured. For Ker elder sister 
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she would buy embroidered Lyonese silks, failles with a 
raised pattern, leaving for the matrons and grand-parents 
satins, rich brocades, and all fancy velvets, either figured 
or k la reine. Other considerations are, of course, to be 
taken into account in the choice of materials — ^the season, 
the climate, the purpose for which the dress is intended 
are to be remembered ; and the variety of manufactures, 
the inventions of industrial genius, are sufficiently nume- 
rous to satisfy all the requirements of a graceful fancy 
inspired by the desire for beauty in every-day life. 

Once in possession of the abundant means of whicK 
aesthetic taste can dispose—for this generous science does 
not regard money — ^the woman with some latent taste, or 
who has consulted one who is an authority on fashion, 
will procure the most varied materials in colour, design, 
and price, assigning to each its destination. She reserves 
for the garden, sea-side, or occasional costumes, all tex- 
tures least liable to crease — sultane, mohair, foulard — 
and she chooses them in two shades of the same tint, 
like dun and mouse-colour. She adds to the list Vichy 
linen, Indian muslin, unbleached tussore, imitations of nan- 
keen with white stripes, everything refireshing to the eye. 

For a dinner in the country, or an evening at the 
" casino," she provides a straw-coloured or a French grey 
crepe-de-chine ; and for wearing over coloured taffijta or 
satin she buys white tarlatane, silk grenadine, and 
Chamb^ry gauze, which by their transparency allow the 
under colours to show through a light veil, like a 
delicate haze in painting. Foreseeing a journey, she 
prepares a violet or brown poplin, a dark blue water- 
proof, and a deep green hood. If races are anticipated. 
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the expert who accompanies her, advises her to take 
several yards of cloth, and — ^if desirous to produce an 
eifect — of white cloth. Cloth is very suitable to those 
intermediate seasons when one can imagine the tem- 
perature sufficiently cold to offer an excuse for warm 
clothing. 

But materials — this women know well — change 
colour by day and candle-light They are aware that 
their dress would not be of the same tint by artificial light 
as it is in the daytime. And therefore the ^l^gante, 
whom we have been watching whilst she selected her 
materials, enters, at noon, a lighted room, in order to 
judge the effects of the yellow flames of candles, gas, or 
lamps upon her evening dresses. 

She discovers that the colour of the texture gains or loses 
by candle-light according to the amount of yellow contained 
in it Violet, which is the complementary colour to 
yellow, is decomposed, the blue disappears, and it becomes 
red. Blue, if pure, borders on green ; if dark it appears 
harsh and black, and if pale it loses colour and becomes 
grey. The faded blues, whose tint by daylight is with- 
out tone, under a yellow flame take a turquoise hue ; but 
in revenge, turquoise silk, which by sunlight is beautiful, 
loses its brilliancy and appears faded. 

In ascending the scale of cold colours, a fashionable 
woman notices that yellow greens are the prettiest for 
evening wear. Thus, apple green is not far from 
emerald, emerald, without changing tint, gams brilliancy 
on one side, richness on the other. Peacock green 
becomes yellowish in a ballroom — the blue is destroyed 
by the strong light in which yellow materials, par- 
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ticularly satins, plushes, and silks, appear to best 
advantage. Amber, already beautiful, acquires richness ; 
straw-colour slightly reddens in the folds ; sulphur does 
not change ; and pink, which mixed with yellow produces 
the salmon tint, disappears in the light to reassert itself 
in the shadows. But there is nothing, perhaps, more 
charming than maize, which, without losing its peculiar 
qualities, gains an imperceptible warmth of tint and 
becomes exquisite. 

The same effect is produced in red shades, for the 
yellow glare of evening lights, which is so fatal to blue, 
enhances their tone and augments their splendour. Ruby 
is heightened in its beauty, particularly in plush materials ; 
orange-red brightens ; cerise approaches poppy ; poppy, 
capucine, which, in turn, borders on orange. Orange 
takes a flame colour. Black and white do not escape the 
action of artificial light ; blue blacks, those beautiful 
blacks so well named after the raven's wing, become 
dull and heavy, because they do not retain the blue 
shade which gives them life and depth. White, on the 
contrary, improves at night, and, if faded, revives. For 
this reason actresses often ask for a white that has lost 
its freshness, believing that the footlights will restore the 
lost brilliancy. This white is usually called blanc-de- 
lumifere. A colour which retains its charm is silver grey : 
always pleasing and distingu^e, it even gains a slightly 
rose coloured hue. But should the grey contain a 
suspicion of blue, like pearl grey, the blue tint is lost, and 
the distinctive characteristic of pearl grey disappears. 

A scientific man would explain these changes by the 
optical blending of hues, the property of complementary 

L 2 
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colours, and the law of simultaneous contrast, but a 
woman once warned of their uncertainty does not trouble 
science to account for it. She does not require its aid in 
making herself beautiful. But is not fashion the most 
imperious ruler over a woman's choice, when she occu- 
pies herself with the art of dress ? Yes, certainly, and 
yet whatever may be the caprices of this sovereign, so 
renowned for her vagaries, and who is believed to be so 
independent, and so absolute, fashion herself submits — 
who would believe it? — to a secret logic: she is the 
slave of certain great laws which she knows by instinct, 
and which she dares not disobey. 



XIII. 

OVER AND ABOVE THE IMMUTABLE LAWS OF BEAUTY, WOMEN'S DRESS 
VARIES, AND. SHOULD VARY, ACGORDINQ TO THEIR FIGURES, COM- 
PLEXIONS, AOEB, AND DISPOSITIONS ; BUT HOWEVER NUMEROUS THE 
VARIATIONS OF THE TOILET MAY BE, THEY CAN ALL BE REDUCED 
TO THREE PRINCIPAL CHARACTERISTICS — SEVERITY, GRACE, AND 
MAGNIFICENCE. 

How many things require study in a woman whom 
one wishes to dress in a manner suitable to the style of 
her face, of her figure, and of her temperament ! How 
much intelligence, adaptation, and tact ! What should 
the artist not know or not guess, who undertakes to adorn 
nature, in her chef-d'oeuvre^ to embellish a living moving 
beauty, to whom presently all will submit, but only when 
the assistance of art has been implored and obtained ! 

Yes, it is only a true artist that can render the cloth- 
ing of the human body a decoration, either by guiding a 
woman in her choice, or by dressing her according to her 
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height and carriage, and the colour of her hair and Bkin, 
and in a manner suitable to her social position, and also 
to the particular bent of her mind — I was about to say, 
her heart And first, we must consider her height. A 
woman may be tall and slender, or tall and stout ; she 
may be little and slight, or very short and robust : to 
these four varieties of stature belong inevitably different 
styles of dress — but which ? And this is a delicate ques- 
tion. In a painter's eyes the women, who in passing 
attract his attention, are moving portraits. He can say, 
and generally does say, on seeing them — If I had to 
paint them, I should strongly accentuate their physical 
characteristics, in order to delineate their moral nature. 
I should lay stress on the elegance of one, the grace 
of another ; I should dwell upon the majesty of this 
one, and bring the embonpoint of that one into foil 
relief. If requisite, I should not hesitate to slightly 
exaggerate the most distinctive features in certain per- 
sons, to give more expression to their portraits. 

It is a law in painting of the highest style to add to a 
fact sooner than to detract from it. Michael Angelo, to 
express strength more forcibly, sometimes became violent. 
Correggio, fearing that his figures may not be sufficiently 
pleasing, exaggerates their gi^ace, and where Rubens 
heightens the lights, Rembrandt deepens the shadows. 
But can the example of the great masters be followed by 
the artist who wishes to adorn a woman by her attire ? 
No ; because the deceptions of the painter are imagined 
at the expense of truth, and of a superior truth, while the 
art of the ruling modiste is to create a happy illusion. 
One deceives in order to give reality to what is purely 
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imaginative, the other to conceal defects which are living, 
palpable truths. 

It is the same with a woman's dress as it is with her 
head-dress. The style of her dress should depend on 
the shape of her nose, just as the colours she wears 
should harmonize with the tint of her complexion and 
the shades of her hair. If the nose is sirongly charac- 
teristic the dress may be the same, particularly if the 
face and carriage indicate pride. But what is under- 
stood by a toilet of characteristic style ? This question 
resolves itself, in virtue of the first principles of decora- 
tive art, mto an inquury whether repetition is grander 
than alternation, whether consonance is more dignified 
than contrast. Colours very slightly varied, lines scarcely 
interrupted, great simplicity even with richness, plain 
materials, sober trimmings, these form a severe costume. 

On the contrary, alternation, and diversity of tints, 
broken lines, piquant contrasts, trimmings varied and 
impromptu — ^these are the distinguishing marks of the 
charming fantastic costumes the French call toilettes de 
genre^ which are so becoming to a person with a slightly 
retrotissi or irregular nose, an attractive face, and mis- 
chievous eyes. We have thus two extremes, austerity 
and coquetry, or, if it is preferred, pride and grace, 
and the medium would be quiet elegance. But in the 
intervals between these three styles — we might again say 
these three orders, Doric, Ionic, and Corinthian — we find 
space for every necessary degree of severity or attractive 
charm, of magnificence or delicacy, of simplicity or rich- 
ness. In approaching the one, in receding firom the 
other, it is easy with additions or deductions to create all 
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the modifications which the innumerable types of beauty 
can require. But how to fulfil these conditions, how to 
reconcile them with the exigencies of fashion, while con- 
sidering before everything else the height and the figure ? 
This we must now examine. 



XIV. 

OF ALL THE DETAILS WHICH FORM A WOMAN'S DRESS THERE IS NOT ONE 
WITHOUT CHARACTER, AND THAT DOES NOT CONTRIBUTE ITS SHARE 
IN GIVING THE TOILET ITS PARTICULAR STYLE. 

Without recurring to a woman's head-dress, which 
crowns her apparel, and is inseparable from it, we may 
affirm that the bodice, the sleeves, the collar, the ruff, * 
the girdle, the basques, the skirt, the tunic, the flounces, 
the cross-bands, the ruches, the paletot, the tippet, the 
jacket, the waistcoat, the shawl, and the mantle, all these 
important items of the toilet decide its character accord- 
ing to the manner in which they are made, trimmed, and 
worn. 

The bodice. To hide, yet to display, or rather to 
indicate and yet disclose, are the two objects of the 
bodice ; but it must not be forgotten that often what is 
concealed is just that which is most wished to be displayed. 
The significance of the bodice results from this fact. If it 
is high, it expresses, or seems to express, modesty, retiring 
virtues. Opened Uke a shawl or heart shape, it preserves 
the same character; at all events in a greater degree 
than the bodice cut squarely, A la Raphael^ or cut low 
and round, which attracts the attention to the shape of 
the neck, to the shotdders, to the outline of the bust. 
And here the ascendancy of fashion, or rather the 
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despotism of custom, makes itself felt, for the most delicate 
creatures, girls whose imperfectly developed figure show 
their tender age, are condemned by women anxious to 
conceal their own waning youth to wear low bodices and 
bare arms. It is true that muslin neckerchiefs, tulle 




V ROUNDED BODICE. 



habit-shirts, and {by elderly women) lace tippets are 
sometimes worn, to veil the disclosures made by the 
open bodice. 

But how many trifles scarcely noticed by men add to 
the impression made upon them by a woman's dress! 
What an air of naivete and innocence is produced by a 
sailor's bodice, so becoming to young girls, worn with a 
sailor's collar and loose cravat! What a difference 
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there is between a high close bodice ornamented 
simply by a lace frill and one with facings, which 
seems open to the eyes and fancy, through display- 
ing the material with which it is Uned, and which in 
order to be more conspicuous is made of a striking 




SaUABE COT BODICE. 



colour and of a different texture ! And the quieter the 
outside shade the more brillieint is usually the inner one. 
For instance, on a bodice of grey mauve cashmere, 
or of unbleached foulard, the facings would probably be 
distinct in rose-de-chme taffeta, in garnet velvet, or in 
brown satin, for it is considered in good taste to use the 
richest material in that part of the dress which shows 
least. From another point of view the bodice is of 
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great importance, becauBe a woman displays the beauty 
of her figure above the wMst, and if her bast have any 
defects, she can modify them, by deceiving the eye by 
the shape and accessories of her bodice. A short wust 
is lengthened by the bodice being trimmed vrith braces 
or straps joining at the sash, or by being prolonged 




OSBTTE BODICE. 

to a point in front and small basques behind ; or again, it 
can be connected with the second skirt and form a tunic 
without interruption, {.e. without sash or bow. On the 
other hand a woman can conceal her excessive thinness 
by opening ber dress in a square, or by trimming it with 
an imitation of a square bertha by a ruche, a crossband, 
a velvet or any other ornament, or even, if it is season- 
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able, by means of a small round tippet which would con- 
ceal the height of the bust, all horizontal lines having 
the property of giving width, because they are directly 
opposed to slender fonns. 

The varieties of the bodice are numerous. Heat, 
cold, a walk, a ride, a journey, mommg drees, foil dress, 




CORSELET AND BASQUES. 



the " casino," the sea-side, are all pretexts — what have I 
said — are serious reasons for varying the garment which 
covers a woman's heart and chest Here the dread of a 
cold wind has dictated the selection of a double-breasted 
bodice buttoned on one side like a military great coat ; 
there, the Odette bodice, clinging to the figure until it 
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reaches the hips, has been chosen by a woman who can 
bear the exposiore of her chest even on a sprmg day. 
Another wears a Watteau bodice, t.e.^ made with a sacque, 
which lengthens her waist and gives her elegance. This 
one prefers a Marie- Antoinette, which crosses the chest 
and hooks at the side with a charming rustic grace ; and 
that one has put a black silk corselet over a violet dress — 
a graceful allusion to the breastplate of the valiant knights 
of old, an ironical imitation of armour, which recalls to me 
Jean Paul's cutting I'emark, " Les femmes sont comme 
des guerriers ; elles jettent leurs armes quand elles 
s'avouent vaincues." 

The sleeves. Artists, who paint in a particular or fancy 
style, I should rather say who have a taste for certain 
selected forms, have always been careful to give their 
female figures beautiful arms, well covered with flesh, 
because weak, and above all thin arms, denote bad health 
and an enfeebled race. Raphael in his frescoes, Ingres 
in his pictures, have delineated powerful arms, attached 
to the shoulders by solid muscles. Not only the out- 
lines are more pleasing, but the elbow joint and the 
transition from the fore-arm to the wrist appear com- 
paratively delicate. The sleeves then have much interest 
in women's attire. The leg of mutton or gigot sleeves, 
so long worn, were invented to conceal the defects of the 
arm, a defect much more common in France than iii 
Italy ; but the ostensible reason was, that they made the 
waist appear smaller. In the time of the Valois ladies 
wore puffs at the shoulders, probably to give delicacy to 
the neck and grace to the carriage of the head. They 
frequently covered the arms with muslin sleeves, relieved 
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from shoulder to wrist by light knots of ribbon. When 
the sleeves are not made in linen it is essential that they 
should be of the same colour as the first or under petti- 
coat — :unless they belong to the tunic — for if made of a 
different shade the arms would look as though they 
belonged to another body. This retention of the colour 
of the petticoat is necessary even when the sleeves are 
of a transparent material like tulle, silk, or woollen 
grenadine, or Chambery gauze. White, being achromatic, 
is the sole exception, and sleeves of muslin, nansouk, or 
cambric may be regarded as under-sleeves. 

The arm, being the chief instrument of gesture, always 
attracts notice. Nothing is more expressive, more indi- 
vidual ; and a woman describing a dress would never 
omit to mention the sleeves. There are many varieties 
in this portion of feminine attire, and many shades of 
expression, but it is scarcely necessary to add that 
these shades not only indicate the tendency of the mind 
and the desire to please, but they add to the com- 
pleteness of the dress, and assist in rendering it suitable 
for its purpose in the occupations of life. Are not 
the long open sleeves which distinguished the costumes 
of the varlets of former days, and which are still called 
page sleeves, a striking illustration of the freedom 
required for their arms in waiting upon the knights 
and ladies at table, in handing a dish to the lady of 
the manor ? When the long sleeves are widened at the 
opening like pagoda sleeves, copied from the Chinese, 
it surely is with the intention of causing the hands 
to appear smaller by the contrast with the aperture 
from which they emerge. If the sleeve is trimmed with 



158 ART IN ORNAMENT AND DRESS. 

epaulets above, it is to give width to deficient shoulders, 
and if the epaulet falls over jockey sleeves it is perhaps 
to conceal too great angularity. With regard to elbow 
sleeves, their width of course depends upon the size of 
the arm ; but they are usually relieved by some oma- 




DUUIAH, WITH PAGE BLEEVES 



ments, facings, imitation buttons, or any other trimming 
that matches the under petticoat. 

In the last century, under Louis XV., the sleeve, 
restrained at or below the elbow by a ribbon favour, 
escaped and widened by means of a flounce or of a piece 
of embroidery ; but this shape is inelegant, if too suddenly 



PERSONAL ADORNMENT. 



: it was called the eabot sleeve. The intuition 
of coquetry only can advise when the sleeve may be 
opened to the elbow to allow a puffing to pass through ; 




when it may be slashed to display the lace under- 
Death, or finished with ruffled cuffs to show off the 
delicacy of the hand. When this is done, the ruffles 
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eliould match tbe other linen omamenta used in the 
bodice. 

The collar. The grace of the head largely depends 
upon its support'; consequently the shape of the collar 
and of the ruff require careful consideration, for they 




TUBNID DOWN COLLAR AND BASQUES WITB 



relieve the outlines of the throat, accompany and frame 
it, show it off by contrast or by consonance, and make 
the first transition between the head and the shoulders, 
the unclothed and the clothed. 

The collar and the ruff are ornaments which have 
reference to the axis of growth and to individual out- 
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lines. It is, then, natural that they should be peripheric, 
that IB annular, and that they should match the shape of 
the neck by reproducing its roundness, thus resembling 
the astragal below the Grecian capital. There are some 
imposing persons whose powerful and rigid necks recall 
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the implantation of the Doric column : they should wear 
light collars and ruffs, to restore feminine characteristics 
to their manly proportions. Others, with slender throats, 
resembling Ionic columns, display this flexibility by 
lowering their collars ; but, if the collar is low and very 
open, if shaped in points, or at right angles in front, like 
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a sailor's collar, it becomes almost indispensable for them 
to redeem these angles and to relieve this mass of white 
by a circular ornament, either a velvet necklet, a loose 
cravat, or a neck ribbon, according to the wearer's age. 

No doubt there is dignity and even an air of distinction 
in the high stiff ruffs worn by Marie de Medicis, and 
named after her. Regularly and methodically arranged, 
the starched and rigid laces seemed to mount guard over 
the head, like the sentinels of dress. But this style of 
ruff could only be suitable for a person of high rank, 
whose features were strongly marked. Quite different is 
the character of the Gabrielle ruff, which, hiding the 
lower part of the sinews of the neck under a cloud of 
gauze or a quilling of lawn, forms a light frame for the 
face, whilst it discreetly covers the chest. It is easy to 
see in how many ways the appearance of this feminine 
ornament can be varied. Who does not associate with a 
plain low collar a frank open face, and whether this 
collar is bent down Kke a boy's or falls over a student's 
cravat, it gives a mischievous expression to a young 
woman's dress, adding piquancy to her charms ? 

As we have before remarked, this wonderful structure 
of the human body, having at the same time the faculty 
of growth, which belongs to a plant, and the power of 
movement, which characterises living beings, in spite of 
the resistance offered by the law of inertia — that is of 
attraction — this human body, above all a woman's body 
should be so clothed and adorned that the three forces 
— ^growth, gravity, and movement — ^may be recalled in 
her attire. And why ? Because the beauty of the body, 
with its flat surfaces, projections, and depressions, depends 
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upon the warfare continually waged between these three 
forces. It is in allusion to the growth of the human 
plant that crowns, ruffs, necklets, surround the vertical 
axis, augmenting by their circular forms the rotundity of 
those parts which are naturally round. 

It is the same with the girdle. 

The girdle marks the transition between the parts 
displayed and those hidden. It is the ring of the body, 
and betrays its delicate or sturdy proportions. But the 
body having two important aspects, the ring which 
encloses it cannot dispense with an ornament. Hence 
innumerable graceful inventions have resulted ; the 
charming knots, so easily varied, becoming at will either 
simple, magnificent, rich, coquettish, or delicate. Now a 
velvet rosette closes the sash, now a satin one, with 
floating ends escaping firom between two bows, or a knot 
with long pendants forming a scarf; or perhaps a large 
double bow with wide-spreading ends falling in graceful 
folds. Sometimes the sash forms a basque, which being 
deeper at the sides serves to decorate the hips. 

It is scarcely necessary to add that the accessories of 
the material, the fringes, gimps, and lace trimmings, help 
to enrich the bows of the sash, and that a woman may 
give them, according to her fancy, a stamp of simplicity 
or richness, of neatness or negligence. Is there anything, 
for example, more expressive for a costume for the races 
or the country house, than the odalisque sash, falling 
halfway down the side of the skirt with easy nonchalance, 
and recalling vividly by its name and form that houri 
who was too careless to attend to the details of her 
dress ? But where should the bow be placed ? There 

H 2 
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is DO doubt that it iB more becoming and graceful at the 
back than in front. Below the chest a bow is useless 
and cumbersome, unless it is placed there to soften the 




ODALZSQUE BAHH. DREBB WITH TBAIH AND GATHBBBD FLOUKCEB. 

extreme simplicity of a young girl's dress. The front 
of the female form is sufficiently adorned by the features, 
the eyes, the expression of the mouth, the outlines of 
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the figure and throat. It is, then, expedient to reserve 
some ornaments for the back of the dress, and to put the 
sash knots behind, for they always look well, even if not 
very handsome. 

There is one ornament which always adapts itself to a 
bodice, regardless of fashion. I allude to the basque. 
Rounded, squared, or pointed, to suit the figure they are 
to embellish, longer in front than behind, or behind than 
in front, the basques form a transition between the bodice 
and the skirt. By prolonging the bodice over the skirt, 
they prevent the former ending abruptly at the waist-belt. 

If they are divided at the back, cut short with two 
buttons placed near together, they are called postilion- 
basques, and acquire that piquancy which results from 
any feminine garment imitating the roughness of manly 
apparel. Nothing is better adapted to a riding-habit 
than basques trimmed with little buttoned pockets, re- 
sembling miniature cartridge-cases, perhaps prepared for 
warlike expeditions. Basques can be made according to 
fancy : indented or notched, quilled or scalloped, bordered 
with fringe, trimmed with flounces or lace, relieved with 
braid, embellished with one or more bands of satin, or, 
complicated with facings, their expression will not be 
much altered, the vagaries of fashion cannot effect any 
great change in them. 

The skirt. Tl^is part of the dress being only designed to 
cover and conceal, should not offer the least analogy to the 
shape of the body. During the Directory, the women of 
Paris, mad with their own beauty, walked in the public 
gardens wearing statuesque costumes, meant to imitate 
the clinging linen draperies with which the antique sculp- 
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tors often clothed their figures. But what is charming 
in the statue of a god, the intangible type of eternal 
beauty, is totally inappropriate in a living, palpable 
being, who only represents a moment in the universal 
creation. However, without indicating the hidden form 
by its construction, the dress should recall the circular 
ornament, so that, even in the wave of its changing folds 
and floating circumference, the skirt should be connected 
with the girdle, the collar, and necklet, and thus recall the 
vertical axis around which it moves. But besides its 
circular trimmings, the skirt admits of ornaments on all 
sides. It is because women understand this, that they 
have invented a second skirt ; this one can be draped, 
removed, raised, thrown behind, lengthened or shortened, 
allowing modifications which would be impossible witii 
the first. 

What is the connection established by good taste 
between the two skirts ? If chosen of the same colour 
and of the same material, they give the dress that 
severe appearance which results from uniformity, unless 
the material is striped, brocaded, chind, or figured, 
when it contains in itself a sufficient element of variety. 
Should the under skirt, for instance, be of pink and white 
stripes, the second skirt may be made like it without 
monotony. But if the first is plain, there would be 
austerity in not changing the tone of the second. Let us 
imagine the one in violet silk, the other in yellow tafieta, 
— these two complementary colours harmonise perfectly, 
— ^and to aoften the contrast it would be well to scatter 
violet flowers over the yellow taffeta, thus redeeming the 
brightness of opposition by the recurrence of conformity. 
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Fashion decides as she pleases. It is always permissible, 
without open resistance, to interpret her decrees and to 
use some discretion in obeying her commands. " L'Ex- 
traordinaire du Mercure galant " of 1678 — for double skirts 
were worn in the reign of Louis XIV., and even in the 
sixteenth century — advises the selection of two entirely 
different colours for the upper and lower skirts ; but if 
one is to be lighter than the other, should it be the upper 
or lower ? That depends on circumstances. 

A little woman should not put the darker shade 
below, because at a distance a person's height appears 
to end with the lighter one, and is consequently shortened ; 
and by the same rule a tall woman diminishes her stature, 
by wearing a petticoat, which by its deep shade, escapes 
notice, leaving only the upper skirt visible. 

It is hardly necessary to add that a train or a 
half-trained dress is ridiculous in a street costume, and 
that for walking, or for visiting any public place, for 
instance a picture gallery, the skirt should clear the 
ground, although it is widened or narrowed according to 
the fashion. But it is chiefly in the upper skirt, or in 
the tunic that replaces it, that the character of the dress 
is shown. There in the draping, the plaiting, the raising, 
the numerous varieties of moral physiognomy, and of the 
proprieties of dress are displayed, according to the 
wearer's age,, height, and rank, and the multiplied 
degrees of beauty and grace, for women have a hundred 
ways of being beautiful, a hundred ways of being pretty. 
Young girls, who are generally thin, can, when discon- 
tented with the simple skirt most becoming to their age, 
wear high plaits on the hips ; but the puff, that is the 
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bunch at the back of the dress, if at all enlarged has a 
fast appearance, which would strike us disagreeably, if 
we were not accustomed to it, by its general use. 

Whether the upper skirt is draped in front, or flattened 
forming an apron, it is equally suitable, although the 
latter shape is most becoming to young girls. At the 
side, however, the tunic can be looped, slightly or 
decidedly, it can be folded in deep plaits, or rippled with 
small gathers, it can be raised to join a jet buckle, or 
twisted several times to form one of those shells which 
recall the classic Greek draperies. 

Sometimes dressmakers hide the looping at the sides 
under a large basque. Some hold it by a satin rosette, 
others suspend it to a buttoned velvet strap. By these 
means a woman's dress is adorned on both sides ; but the 
similarity of the two sides is not absolutely necessary. 
Those who prefer irregularity and caprice, need not repeat 
on the left the ornament they have placed on the right. 

Now let us consider the trimmings, where striking 
variations in the toilet become delicate shades. 

The flounce is an ornament ftill of character. It adds 
width to the dress, richness to the garment, and to the 
play of light and shade those efiects which indicate habits 
Ld wh *h change their expression according ae the 
flounce is plaited, gathered, niched, quilled, slashed, with 
or without a heading. 

Who does not feel the accent of propriety in a deep 
plaited flounce, which by its intentional regularity affirms 
a love of order, a well disciplined mind, because it re- 
sembles the draperies in which antique sculptors repre- 
sented the priestesses, the vestals, and the young girls 
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who followed the processions of the Athenian gods — 
draperies whose regular and rigid folds told clearly that 
no hand had touched them. 

If the flounce is gathered it is, we may say, rumpled 
in advance, and the quick play of its unfinished folds 
gives it a fanciful accent of fi-eedom. If it is quilled it 
re-enters the list of regular ornaments, whether the 
quillings are large, when they are sometimes called organ 
pipes, or whether they are made smaller in order to 
form the heading of the flounce. The heading of the 
flounce is a pleasing accessory, which should never be 
deeper than one-fifth of the flounce. It is composed of 
a small plaiting, or of an erect quilling, which is held in 
place by a cross-band of satin or velvet, or it can be 
made of two quillings, one erect, the other falling, and 
separated either by a puffing, a lace insertion, or a 
braid; the latter is the quietest ornament. 

When the skirt is trimmed with five or six flounces of 
equal width, there should be but one heading to them 
all, but the heading should be fuller and richer than 
usual. But if the flounces are alternate or graduated 
and consequently unequal in width, each flounce may 
have a heading, but in that case it seems better to 
leave out the cross-band or to make it of the same 
material, thus avoiding a new complication in the varia- 
tions of colour, width, and plaits, which the inequality or 
the alternation of the flounces produces. Occasionally, 
instead of a heading to a flounce, it is surmounted by two 
or three rows of velvet, which render it more striking 
by opposing a flat, plain surface to the puckers of the 
material. The ruche is used to produce a contrary effect. 
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The ruche is a most delicate and feminine invention. 
Made in gauze, muslin, taffeta, or satin, it produces 
a charming succession of small folds arranged in a 
straight line. This forms a kind of methodical pucker- 
ing, which unites the charm of intentional disorder to a 
symmetrical effect Sometimes it is regularly plaited 
between two rows of velvet, or to make it richer the 
central line is replaced by a band of the material 
gathered the whole length ; this forms a high ruche, a 
ruche marquise. It becomes an ornament by its con- 
fusion when it is composed of this disordered array of 
rumpled silky folds, and is then called a chtcoree of taffeta. 
But one ornament is almost indispensable in the trimmings 
of a dress ; this is the cross-band. The cross-band is a 
long strip of material, cut on the cross in order to give 
it more elasticity and strength as well as greater ease in 
folding. A material cut straight is stiff and ill-adapted 
for gathering. The rigid folds of conventual garments 
are always cut on the straight. 

The cross-band changes the style of the texture owing 
to the different way in which the oblique threads absorb 
and reflect the light. If the material is striped the stripes 
become transverse, contrasting with the vertical lines of 
the dress. For instance, in the flounce of a plaid dress 
the cross-band transforms the squares into diamonds, 
thus producing a decided variation. The cross-band is 
then a band of material used sometimes to head a 
flounce, sometimes to contrast the colour of the skirt, 
tunic, or bodice, sometimes to trim the borders of the 
garment by repetition or gradation, for cross-bands can 
be repeated in the same width or graduated, or even 



PERSONAL ADORNMENT. 171 

varied by the alternation of narrow and wide bands. In 
every form they are ornamental : whether cut from the 
same material as the costume they are made distinct from 
it by means of a decided border, or whether they produce 
a contrast by a difference of texture, which is then usually 
of velvet, satin, or crepe de chine. Like the flounce or 




the ruche, cross-bands can be used in different parts of 
the dreBB, and are particularly suitable for trimming the 
bodice and the basques. 

From the morning wrapper, and the figaro jacket, both 
garments for home wear, which do not require a sash, to 
the polonaise, that falls a little below the knee, women 
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have many ways of imitating the pea-jackets and over- 
coats worn by men. In fact the paletdt itself is one of 
their most charming equipments, above all when it is 
loose or only half adjusted to the figure. This it is that 
constitutes the chief difference between the overall, the 
basquina, the cloak with a tippet, real or imitation, the 
Chinese paletdt with pagoda sleeves, the French guard 
paletdt with frogs and small satin knots, the dolman 
copied from the hussar uniforms, the moblot, an imitation 
of the greatcoats worn by the French garde mobile^ the 
long open Louis XIV. frock coat, secured below the 
facings on the chest by a bow, and the frock coats closely 
buttoned, and short in front, recalling the female leaders 
of the Fronde rebellion. 

Tightly fitting, these mantles are not becoming either 
to very thin or very stout women, because they at- 
tract the eye to those defects, which require conceal- 
ment. In these cases it is wiser to choose light cloaks, 
which, by carefully arranged folds, veil while defining 
the figure, and thus hide its peculiarities. The looseness 
or tightness of a mantle determines its character, changing 
it from n^glig^ to full dress. Sometimes to unite the two 
expressions the palet6t is cut behind as though the puff 
had forced it open, displaying the sash, which had been 
originally concealed. Sometimes the overall is raised 
and draped, so that by undoing it a train can be formed ; 
sometimes the mantle represents at the same time an 
overall and a sash. 

One detail must be noticed which proves that the laws 
of dress are positive — this is that broad-shouldered 
women obliged to wear tunics, jackets, or tight^fitting 
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palet6tB, can decrease their size by a vertical band of 
velvet, gimp, or lace, which by dividing the width of the 
back diminishes its effect ; for we must repeat it once 
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more, all vertical lines heighten and elongate the object 
adorned, while all horizontal ones lower and enlarge it. 
This is why a tippet lowers the height of a tall woman. 
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while a sacque adds not exactly grace, but elegance to 
an ordinary figure. I say elegance rather than grace, for 
these terms should not be confounded in the language of 
the toilet. Elegance relates to the slendemess of the 
body, grace can be found in various proportions ; a 
delicate woman may be graceful, even if she is short 
Correggio in his rather small figures is full of grace; 
Parmigiano in his tall easy figures is a type of elegance. 

But how true it is that the general style of the dress 
is a sign of the times and an indication of the morals of 
society ! Formerly luxury was not incompatible with the 
wisdom of domestic economy, because it was composed 
of durable elements. The same apparel lasted during 
several generations. An Indian shawl was regarded as 
an heirloom ; laces were bequeathed by will, and a young 
bride decked herself with pride in her grandmother^s 
raiment In this way the esprit de famille was preserved 
in the most personal of all feelings, viz., that of dress. 

Now, with the exception of jewellery, articles of dress 
are no longer transferable. The shawl, which formerly 
lasted a lifetime, is replaced by a fashionable mantle, 
which scarcely looks well during one season. And this 
results from the desire for novelty, novelty being an easy 
method of displaying wealth if one is rich, of counterfeit- 
ing it if one is poor. In these days of ephemeral 
fortunes, dissipated as soon as made, all hasten to enjoy 
the present, and it is a question who can enjoy them- 
selves most. In order to feign inexhaustible riches, 
garments which last are despised, dresses that wear out 
quickly are preferred, for the pleasure of renewing them 
is eagerly sought after. We have seen, and shall pro- 
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bably see again, young women who have found in their 
corheille de mariage a cashmere shawl, exquisite in 
quality and delicious in colouring, no longer daring to 
wear it as a shawl, but puckering it at the waist to make 
it resemble the folds of a tunic, and fastening a rosette 
of black velvet in the centre. Others, out of the same 
regard for appearances, wear their shawls squarely folded, 
so that they form a horizontal line, which cuts the body 
in half, shortening it in defiance of all rules of beauty. 
And this is so true and so well understood by women 
individually, that when obliged to wear a cashmere 
mantle or a silk scarf, they know perfectly well how to 
avoid the horizontal effect by allowing the miniature 
shawl to fall carelessly, forming a cascade of changing 
folds, and consequently a curved line below the waist ; 
and it must be admitted that the shawls of the present 
day regularly smother little women and are unbecoming 
to tall ones, because the convenience of this garment 
has been sacrificed to a desire to increase its beauty 
and the richness of its design. The cashmeres worn by 
our mothers had a large foundation, and this central part 
being fine and supple, so much so that it was boasted it 
could pass through a finger ring, adapted itself to the 
shoulders, defining the figure without enlarging it : now 
that the palms and other embroideries instead of bor- 
dering the foundation have invaded and nearly covered 
it, the shawl has become heavier and thicker all over, 
through the excessive ornaments that in their turn 
thicken and cumber Ijie shoulders of the wearer. It is 
no longer possible for any but tall and thin women to 
put them on. Thus, to increase its richness, the shawl 
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is rendered less becoming. Ostentation has destroyed 
grace. 

It is, however, a consolation for lovers of equality to 
see how well beauty can dispense with riches. A poor 
young girl wrapped in a simple printed barege shawl is 
often, perhaps unconsciously, perfectly graceful, whether 
the cold has forced her to fold her shawl closely round 
her youthful shoulders, or whether the season permits 
her to wear it half open, uncovering her throat. 

There are certam textures which, charming in them- 
selves, become doubly pleasing when they envelope a 
woman's form. The most perfect of them all is the 
cr^pe de Chine, an incomparable tissue, possessing as 
much softness as strength ; it is always supple and never 
creases. Before it is dyed, its folds caress the eye like 
the ripples in a bath of milk, and if coloured with flowers 
or fantastic birds, its tints shine, in relief, like a casket of 
jewels. But, however rich the material used, — ^and here 
the material itself is the production of human industry, — 
it must not be forgotten that, for women the supreme art 
of dress consists in never confusing the means with the 
end — that is, so to be dressed that the attention of the 
spectator, attracted by the toilet, may be drawn to the 
woman, and thus the costume only serve to increase the 
admiration for the wearer. One often hears the remark, 
"We saw some pretty dresses in our walk to-day.*' 
Well, if the clever workwomen had been a little more 
skilful, we should bave heard, "We saw some pretty 
womeu in our walk to-day." 
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XV. 

IN 8FITE OF THE INNUHERABLB VABIATIONS WHICH THE ABT OF DRESS 
ADMITS^ IT IS SUBJECT, LIKE ALL OTHEB ABTS, TO THE THBEE 
INVABIABLE RULES OF BEAX7TT— ORDER, PROPORTION, AND HARMONT. 

The human body, or to speak artistically, the human 
figure, being at once a model of order, an example of 
proportion, and a type of harmony, it is natural that 
these three qualities should distinguish a man's dress, 
and still more a woman's dress, for her mission in life 
is the desire to please, and the gift of pleasing. Order 
is manifested by the similitude and correspondence 
which exists between duplicate organs and the members 
symmetrically arranged to the right and left of the 
central line. And smce the symmetry of the human 
body, disturbed by movement, is regained in repose, the 
order in a woman's toilet results from the symmetrical 
arrangement of correspondent parts, and above all of the 
ornaments that balance, such as earrings; and of the 
place in the axis of the head-dress or in the central line 
of the figure, occupied by jewels, bunches of flowers, 
bouquets, knots of ribbon in the hair, the medallions on 
a necklet, the bows of the sash, the lace ruffles, the 
regular braiding of the palet6t, the rows of buttons and 
the graduated succession of frogs, cross-bands of tafieta, 
or jet ornaments. 

A toilet can, no doubt, be pretty with some inten- 
tional defects of symmetry ; for instance, an aigrette, a 
leather, or a rose placed on one side of the hair, or a 
large plait on one hip, held by a buckle or a knot of 
ribbon ; but it is certain that an ornament placed on one 

N 
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side of the vertical axis and not repeated on the other, 
gives a fanciful air to the dress, which duplication would 
have avoided. Slight irregularities are sometimes piquant, 
charming and attractive ; but to merit its title, beauty 
requires at least a portion of that equilibrium which is one 
of the aspects of order, and an equivalent of symmetry. 

This is not all : the human body, in spite of the 
innumerable diflferences in individuals, has typical pro- 
portions. 

A woman's average height is one twenty-second part 
smaller than that of a man. Her face is one-tenth 
shorter, and since the space between the eyes remains 
the same, the oval of her face is rounder. The head 
measured in length is rather less than one-seventh of the 
entire height of the body. The shoulders are smaller by 
one-thirtieth, and the ribs by one-eleventh. The result 
is that the bust forms, with the socket of the neck, an 
equilateral triangle. 

These are the general proportions of a woman, and 
they should be respected in her dress. However, since 
some slight deviations exist in all individuals, which 
cause them to differ more or less from the perfect type, 
it becomes necessary in the adornment of human beings 
to redeem the irregularities which disfigure them, and to 
bring into prominence the harmonious relation of indi- 
vidual proportions. 

Every day we see women loading their heads with 
immoderate chignons, fabrics which, by their size, render 
the head one-fifth of the whole height. 

It is easy to increase the height of a woman's head 
without spoiling her natural proportions. It is only 
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necessary to define distinctly her bonnet or head-dress, 
so that the whole person seems raised by nearly one- 
seventh ; for if the length of a woman's head is rather 
more than one seventh of the length of her body, it can 
be one eighth without interfering with the proportions: 
for this constitutes slendemess in either sex. Thus a 
head-dress, which increases a woman's height by a head, 
only gives elegance to the profile, provided, once more, 
that the head and the head-dress do not form one 
undivided mass, appearing to the eye two-eighths or one 
quarter of the entire figure. This happens when women 
attempting to copy postilions' wigs, dress themselves out 
with enormous chignons, instead of wearing light curls 
falling on the neck but not concealmg it. 

One day, when the caprices and follies of fashion were 
being discussed before us, a lady said eagerly, "But, 
after all, whatever is fashionable is never ridiculous," 
These words, spoken in jest, contain a great deal of truth. 
In a country like France, a country which fashion has 
made her native home, there is always sufficient intelli* 
gence to restrain extravagance, and taste to correct it. 
If fashion is eccentric, all the professors of dress seem to 
unite to redeem and diminish its mistakes. For instance, 
when large chignons were introduced, women, in order 
to avoid being overweighted by them, restored the high 
heels to their shoes, and thus regaining their seeming 
loss of stature, they re-established the proportions which 
the enormous head-dress had disturbed. 

In the human body, which is almost monochromatic, 
the proportion of the members one with another, and their 
accordance with one common measure, are an image of 

N 2 
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order, an element of harmony ; but in the body dressed 
and adorned by its clothing, it is necessary to join the 
harmony of texture and colour to that of lines and 
masses. 

But in the first place harmony and character agree. 
Does not harmonizing a work consist in reducing the 
various parts into one uniform whole? And in dress, 
where beauty is always relative and individual, unity 
can only result from character, which under penalty 
of extmction la essentially one. How is it possible to 
express a character without being guided by a pre- 
conceived idea, a ruling sentiment? There is then a 
moral harmony to be established at the same time as an 
optical one. For this reason women have invented what 
they appropriately term costumes, that is, a complete 
toilet, combined at first in one colour, or in two border- 
ing shades ; for instance, oUve green and pale green, fawn 
and brown, violet and mauve, or else formed of two con- 
trasting and striking colours, like capucine and turquoise, 
sulphur and garnet, gold and violet ; or again, of two 
entirely diflferent colours, such as pearl-grey and China 
rose. These two principal shades should constitute the 
harmony of female dress, either by repetition, contrast, or 
consonance, or by all these at the same time. 

Let us imagine, then, a toilet of one shade : the dress 
is of iron-grey taffeta. If the tunic is of the same and 
the bonnet matches, the harmony is defined by the uni- 
formity. And in order to prevent unity from becoming 
monotony, it is sufl&cient to change the texture of the 
tunic, making it of crSpe de Chine or cashmere. The 
colour, although practically the same, would not on the 
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crepe de Ghtne or the cashmere be absolutely identical in 
tint with the taffeta. 

But if the upper skirt is of a different shade from the 
under one, though bordering upon it, harmony is easily 
established through consonance, provided that each of 
the shades is used with the other. The under skirt being 
violet, and the upper mauve, the latter can be relieved 
at the sides by a fringed violet bow, the fringe being of 
violet to match the under skirt, but separated from the 
bow by mauve ends. The mauve bodice, which with the 
second skirt forms a tunic, should have violet basques, 
with fringes to match. On these basques should be 
placed a mauve quilling, and on the quilling, at the waist, 
a violet bow with fringe should be worn. In this 
costume, properly called a costume camateu^ each shade 
is distinct and each is echoed in the dress. 

Now, if the two colours are in contrast, like pale blue 
and straw-colour — a combination produced in nature by 
the contrast of the sky against a field of ripe com — ^if the 
blue skirt is ornamented with a deep plaited ruche, the 
sleeves of the straw-coloured tunic should have small blue 
plaitings. A scarf of black lace trimmed with blue 
ribbons, and attached at the waist by a large blue silk 
bow, would agreeably soften the contrast and form a 
charming accessory to the dress. If the hat were made 
of straw or crinoline, it would be necessary to recall the 
tint of the skirt by a blue feather, a blue gauze scarf, or 
a bunch of forget-me-nots. But the echo of colour is not 
the only means of harmonizing the different parts of a 
dress ; it can be established, or rather it must be estab- 
lished, by the use of the same trimmings. If the under 
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skirt has an indented flounce edged with velvet, the upper 
skirt should also be indented and edged with velvet, 
and the same ornaments should be repeated in miniature 
on the basques of the bodice. It is the same with plaits, 
quillings, cross-bands, cordings, ruches, and also what 
are called " fancy trimmings," which cannot be used on 
the skirt or tunic, without re-appearing in narrow widths 
on the bodice and sleeves. 

If the upper skirt has a large facing, a tasteful woman 
would not neglect to repeat this facing on the basques 
and the cape, if she wore one, and even the cuflFs of her 
i^leeves would have the same ornaments. When hand 
embroideries are the fashion, or the season of furs has 
arrived, she is careful to trim her jacket with the same 
fur or braid that are on the dress, and even to put 
some on the sleeves. In this way the style of the dress 
is defined, and thus harmonizing a toilet only consists in 
accentuating its character. 

Let us now pause to observe the admirable relation- 
ship which exists between all the arts — ^how the painter 
colouring his picture, the musician writing his score, obey 
the same laws as the artist who decorates the human 
form. Listen to a master's symphony, you hear the 
principal air of one part, passing through various phases, 
quicker or slower according to the different rhythms, and, 
if a second air is formed, it is heard developing itself in a 
different part of the orchestra at the same time as the 
first, until the two ideas, apparently strangers to one 
another, unite and lose themselves in a superior melody 
which completes the meaning of the work. 

It is the same with a woman's dress. It is neither 
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graceful nor noble, magnificent nor* simple, coquettish 
nor severe, before variety has been subjected to har- 
mony — ^that is, to the unity of a definite style. 

If the dress is intended to be dignified, the least fiivolity 
in the trimmings would render it ridiculous. Its dignity 
may be compromised by merely wearing a hat or a bonnet 
without strings, instead of a close bonnet with them, or 
by the flowers, instead of blooming in the centre of the 
head-dress, being worn on one side, like the hats of the 
braggadocios of former days. Everything that inter- 
rupts uniformity, that resembles manly habits or clothes, 
above all military uniforms, or that reminds us ironically 
of rustic uncouthness, and the careless negligence of the 
masses, detracts from a dignified costume. On the other 
hand, grace that provokes attention, the desire to attract 
and to triumph, will not neglect any of those accessories 
which imprint themselves on the eye and on the memory ; 
and the harmony of a designedly piquant costume will con- 
sist in an assortment of intentional variations, in which we 
shall meet with contrasting colours, braidings imitating 
the decorations of hunting-coats or hussar jackets, posti- 
lion basques, and the double &cings of a girondin bodice, 
with its stripes, its false pockets, its buttons, frogs, open 
cuffs and steel buckles. Whilst a woman, who wishes to 
be respected, avoids striking contrasts and contents herself 
with the harmonies of a minor fashion, the woman who 
courts observation relies on the effects of opposition, the 
parade of colours, and the style of the trimmings. She 
defies symmetry, puckers the flounces of her dress in the 
same way that she puckers her lips and her eyebrows ; she 
redoubles the fanciful changes in her attire, and completes 
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it by placing a flower or a tuft of feathers on one side of a 
coquettish hat and in raising her tunic in fantastic folds. 

But we must not be deceived by appearances: the 
dignity of dress, its veiled luxuriousness, the severity of 
the uniform or camaleu style are sometimes an excess 
of refinement dictated by the most perfect coquetry. 
Women also can use masked batteries. 

But that harmony is a necessity of dress is so hack- 
neyed a truth that the reader may think a simple allusion 
to it would have been sufficient. Yet no ; this truth, if 
hackneyed, is not universal, for each day we meet charm- 
ing persons who do not know it, or at any rate act as 
though they were ignorant of it Our promenades, our 
streets, our drawing-rooms, our theatres are crowded with 
women whose attire is discordant. This one, dressed 
entirely in black, has placed a rose in her bonnet, which, 
by its isolation, makes a spot in her costume, just as in a 
picture, a solitary light produces the eflFect of a hole. That 
one, instead of mixing harmonious colours — ^for instance, 
blue and green, or complementary colours, which must 
always be used in unequal proportions, like green and red, 
violet and yellow — has put incongruous colours side by 
side, reddish browns next to fresh tints, pink next to 
garnet, fiery red to mauve, blue to brown. We have 
seen a clever woman wearing at home a scarlet waist- 
coat over a petticoat of the shade called grosetlle des 
Alpes : the combination was an optical scandal. There 
is nothing more painful to the eye than badly contrasted 
colours, that is, the use of colours in defiance of the law 
of complementary shades.* But it is not only the eye 

* The theory of complementarj colours has been clearly explained 
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that is interested in the assortment of colour, and the 
harmonies or discords of the toilet ; sentiment cannot be 
omitted in its consideration, and, as a clever woman once 
said, '^ It is still possible to dream in a sky-blue bonnet, 
but it is absolutely forbidden to weep in a pink one/' 



XVI. 

TO THE HABMONY OF THB TOILET, ALL THB 8E00NDABT OR AGCBSSOBY 
DETAILS SHOULD OONTBIBUTB, SUCH AS SHOES, GLOVES, THE FAK, THE 
PAEASOL, AND THE ADDITIONAL AND DETACHED ORNAMENTS, FRINGES, 
FEATHERS, AND LACES, 

However long the skirt or train of a dress may be, the 
shoes will sometimes be visible. We must, then, consider 
what constitutes a woman's being well and suitably 
shod, for the effect of a toilet is spoilt if the shoes are 
not in keeping. But with regard to the female foot, a 
prejudice exists against which we must now protest. 
Fashionable women wish, like the Chinese, to possess 
imperceptible feet, some of them, perhaps, in order to 
produce the impression that they are unable to walk and 
were bom to be carried. But Nature, who is never 
deceived in the generic proportions of the human race, 
maintains these proportions, and, in spite of all our 
vanity, she will not allow the human body to rest upon 
a base incapable of supporting it. 

' According to Albert Diirer's measurements, a woman's 
foot is to her height in the proportion of 14 to 100, 
or as 7 to 50; that is to say, it is one-seventh 
minus a fraction which it is allowable to ignore. We 

in the Qrammaire dts Arts du Desdn^ to which this book forms a con- 
tinuation. 
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may then take as the measure of a woman's foot one- 
seventh part of her height, that is, the relation of 7 
to 49.* Below this proportion, save the fraction we 
have mentioned, there can be neither charm nor grace- 
fulness, because both are inseparable from convenience, 
which, in this case, can only result from perfection. 
But admitting the fancy of women for small feet — ^a 
fancy adopted by them because coarse rough natures 
usually have large heavy extremities — it is only 
necessary to press the foot a little forward in order to 
diminish its apparent size and at the same time to 
increase the woman's height. A dancer walking on the 
tips of her toes gives herself a momentary grace from 
the suppression of her feet, and an elegant woman by 
raising herself upon high heels shortens her feet, because 
the sole of the foot forms with the leg a very open angle 
instead of a right angle. 

Another method of diminishing the natural importance 
of the foot, and of giving it greater delicacy of appear- 
ance, is by placing a large ornament upon the instep ; for 
instance, the satin and lace bows, the most coquettish 
trait in the Louis XIII. and the Louis XIV. shoes. But 
the high heels, if they have the advantage of accentuating 
the arch of the instep, have the inconvenience of distorting 
a woman's walk, forcing her to beat time with her steps, 
like a soldier in the ranks. 

We have had occasion to notice that women excel in 



* This relative measnie is the same as Shadow has adopted as nonnal 
in his work on proportion, called PolycUte. Given 66 inches (l^.^S) as the 
average height of a man, the average height of a woman is 63 inches (1".70), 
and her foot is 9 inches long — ^9 being precisely one-seventh of 63. 



PERSONAL ADORNMENT. ISD 

making use in their costumes of all that recalls mascu- 
line habiliments. They can charm us as much in strong 
boots as in satin shoes. They have the secret of giving 
an indescribably mischievous and decided expression to 
clumped shagreen shooting boots, laced in front and 
double soled, whenever they can find a pretext for 
wearing them — a mountain excursion where sharp stones 
may be met with or a walk through the brambles of a 
wood. A morning walk in the country is sufficient excuse 
for.the adoption of wooden shoes {sahots)^ which, defying 
the dew and the mud of clay soils, offer a striking contrast 
to the delicacy of the wearers' feet. In towns, boots of 
polished kid, or, better still, of deer-skin are worn, which 
fit like a pair of gloves, and which, for fiiU dress, are 
changed for open shoes with Louis XV. heels and bows. 

It is, perhaps, almost superfluous to make another 
observation, namely, that evening shoes should always 
match the dresses they are worn with, in the same way 
that slippers should match the dressing-gown. Feminine 
exquisites usually reserve a piece of the silk of which 
their dress is composed and have their ball-room shoes 
made of it. 

And this rule applies to all descriptions of boots. 
Cloth boots should be of the same shade as the petticoat, 
and when the dress is in two colours the shoe, if it is of 
stuff, should recall the prevaihng tint, in order to avoid 
attracting attention, or it should repeat the colour of the 
trimmings, and thus accentuate the harmony. Although 
certain boots, such as polished or brdnzed kid, suit all 
costumes, there are some which should matcli the dress. 
A black boot would not look well with a grey silk, for it 
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would be a noticeable spot A maize shoe relieved by 
a bow of pale blue poult^e^soie would harmonize per- 
fectly with a stylish toilet in these two colours. A 
bronze boot is well adapted to grey and brown costumes. 
Sometimes the shoes match through the trimmings of 
lace or blonde being similar to the flounces of the dress or 
the ornaments on the tunic. To conclude, it is the shoes 
that complete the character of the dress, and in bringing 
back into fashion the shoes worn under Louis XY., which 
rest instead of &tiguing the wearer, women have ac- 
quired a new resource, which is the more appreciated 
because it allows them to elevate their head-dresses, and 
thus add to their natural grace that proportionate slen- 
demess which is indispensable to elegance. 

The Gloves. — It was formerly said that for a glove to 
be good three kingdoms should have contributed towards 
its manufacture : Spain to prepare the kid, France 
to cut it, and England to sew it. Three nations for 
one glove! How can we avoid attaching importance 
to this portion of feminine attire? And who will 
reproach us for devoting at least one page to its con- 
sideration ? 

Fashion has not much influence over gloves. She 
always insists that for women they should be longer than 
the hand, in order that they may not form an abrupt 
line below the wrist ; they must be glazed or dull, accord- 
ing to the time when they are to be worn, and good taste, 
more unchangeable than fashion, advises women never to 
wear them too tight-fitting, for tight gloves give a swollen 
look to both hands and fingers. Just as a woman's em- 
bonpoint is most striking in a very close-fitting bodice, 
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which has no folds, and which, by compressing the 
figure displays its fulness, causing it to rebel against 
the pressure and rebound ; so however slightly plump 
the hands may be they revolt against tight gloves, and 
in spite of the elasticity of the lamb's skin the suppleness 
of their articulation is lost. 

A woman who does not neglect details in her efforts 
to please should consult on this as on all other points, 
the great masters of portrait painting, Rubens, Vandyck, 
Velasquez, Reynolds, Lawrence, Gerard, Ingres. She 
would perceive that the gloves worn by the women they 
painted, all distinguished for their beauty or for their 
charming manners, always formed light creases, and 
never looked tight or narrow. It is evident that the 
artists feared that imprisoning the hands would give 
them the effect of those wooden hands used by glovers 
for sign boards. 

These beautifiil female portraits, as the artists have 
represented them, show us that they intentionally sacri- 
ficed the lights in the hand to those of the face, by care- 
fully softening the shade of the gloves with a light glazing. 
The Swedish gloves are worn with the same idea, in 
ecru^ cinnamon or amadou^ which look so well with town 
costumes. 

If the gloves are glazed and of a brilliant yellow, 
which is so closely related to pure white, they have the 
double disadvantage of forming a luminous spot which 
at once attracts the eye, and seems to enlarge the hand, 
because all forms appear to increase in size when they 
are very light or very striking, whilst darker tints diminish 
the apparent size and lessen the objects they cover. A 
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quiet or neutral coloured glove reduces the hand. But 
when a dress is intended for evening wear, for a concert, 
a reception, or a ball, it would be inappropriate to wear 
dark gloves, and in this case the pale colour of the 
gloved hand should be lost in the bright tints of the 
silks, gauzes, or laces. Toung men who have substituted 
pale lavender for straw-coloured gloves, have perhaps 
unconsciously followed this rule, for the latter are too 
great a contrast against their black clothes. They have 
acted like artists. 

Fringes and Feathers. — In clothes as in painting, 
there are artists who aim at the precision of detail and 
expression, which belong to certain careftdly designed 
works. Others prefer the softness which results from 
vague outlines, the design overflowing and merging its 
edges. It is this class that first formed the idea of un- 
ravelling the web of a texture, so that it ended in light 
changeable divisions which have no outlines. From 
this resulted fringes. When they are manufactured in 
the material itself, the fringes are prettier, because they 
are more natural, and they respond better to the idea 
of the inventor. 

Fringes made with wool, thread, twisted cotton, silk 
ferret or silk cord are not so graceful, because they are 
fastened to a heading which forms a hard line, just where 
it was intended to soften or indeed avoid it. Ball fringes, 
tassel fringes, and even net fringes seem more suitable 
for trimming furniture, carriages, tapestry or table- 
cloths. If used for novelties, that is, for trimming femi- 
nine garments, they are diverted from their original use, 
which was to give as a softening effect to certain pieces 
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of material, a silky cloud or a stiff row of cotton threads. 
In the same way, if large beads or balls are mixed with 
fringe the effect that should be obtained is destroyed by 
their irregularity, and the distorted ornament loses its 
character. Feather fringes, on the contrary, are perfectly 
appropriate in diminishing the hardness of outUnes. 
They look extremely well with silk, and should match 
the colour of the dress. A cloth garment, if it is braided, 
a dolman for instance, which is trimmed with frogs, 
may be very prettily edged with curled feathers, which 
by their softness and cloudy appearance correct the 
harshness of the gimp. 

On the other hand, gimp and braids in general have 
been invented to relieve the uniformity of plain materials, 
above all, of those with dull surfaces. This is why 
braiding looks so well on cloth, which is enlivened by 
fancy designs, and why a high velvet bodice is so suc- 
cessfully relieved and enhanced, by those twisted fringes, 
the plaited braids, the faurrageres^ which on the 
shoulders of a sprightly woman recall the miUtary 
epaulets of an aide-de-camp. 

The Fan. — Nothing that a woman uses, in the great 
art of pleasing, can be considered simple. Does any one 
doubt this fact ? No less than fifteen or twenty persons 
are employed in making a fan. First, there are the work- 
men who make the frames technically called the bois^ that 
is, the pieces of wood, mother-of-pearl, bone, or ivory, 
called blades, which form the interior of the fan, and the 
two longer and stronger blades which under the name of 
panaches protect the leaf of the fan, when it is closed. 

The blades, when cut, are given to the moulder, who 
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files them into the desired shape, then to the polisher, 
then to the carver. Next follow the engraver, who 
engraves them, 'the chaser, who carves them in open 
work, the gilder, who gilds them, and the workman who 
fastens on the spangles of oxidised silver, of steel, gold, or 
copper. And all this does not complete the handle of 
the fan, for the blades and the panaches have still to be 
united by means of a metal pin, which holds them 
together and is called the rivet. In the mean time a 
sheet of vellum, lamb's skin, silk, or crape has been pre- 
pared, on which a subject has been painted in water 
colours, in order to be lithographed or engraved, and 
which serves as a model for colouring the proofs. Some- 
times celebrated artists do not disdain to decorate hand- 
some fans, painting gallant figures, groups, landscapes, 
small medallions which, as they are not multiplied by 
engraving, make the fan thus ornamented an unique and 
costly specimen. There now only remains the fixing of 
this painted leaf on the frame : to do this the blades are 
elongated by the introduction of thin supple slips of 
wood or cardboard which support the coloured paper or 
silk, which has previously been carefiiUy folded; the 
edges are then gilt, and the blades 9Jii panacJies are em- 
bellished, by incrusting them with reUefs in colour or 
with tiny mirrors. Finally the overseer puts the last 
touches to the work, adding the tassels, the tufts of 
marabout, etc., and when this formidable weapon of 
coquetry is completed it is enclosed in a case, like a 
well tempered blade in its sheath. 

Regardless of the climate, the fan is chiefly an acces- 
sory of the toilet, affording an excuse for gi-aceful move- 
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ments nnder the pretext of agitating the air to refresh it. 
This flexible curtain, in turn discloses all that is ap- 
parently hidden, conceals all that is apparently exposed. 
In the time of Louis XV., Mdme. de Stae! wrote, " What 
graces does not a fan place at a woman's disposal if 
she only knows how to use it properly! It waves, it 
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flutters, it closes, it expands, it is raised or lowered ac- 
cording to circumstances. Oh ! I will wager that in all 
the paraphernalia of the loveliest and best dressed woman 
in the world, there is no ornament with which she can 
produce BO great an effect" 

For a Spaniard, all the intrigues of love, all the 
manoeuvres of flirtation, are hidden in the folds of her fen. 
The shy audacity of her looks, her venturous words, her 
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hazardous avowals, half uttered, half dying on the lipB, 
all are hidden by the fan, which appears to forbid while 
it encourages, to intercept whilst it conveys. 

But what style of ornament is most suitable for a ia.n ? 
Can well-known pictureSj scenes from comedies, or pas- 
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torals, be painted on them ? Nothing is more appro- 
piiate if the isxi is not folded, if it is a hand-screen. But 
if otherwise, what would be the use of depicting figures 
engaged in action of any kind, when they could only be 
seen separated, cut, and mutilated by the radiating folds 
of the vellum or silk on which they are painted ; although, 
if the artist had arranged his Sgures so that each one 
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should occupy an oblique division of the fan, they could be 
placed face to face in couples, and would at least remain 
entire. A Watteau harlequin kissing his hand to a Colum- 
bine, a Leander quarrelling with Isabelle, could be placed 
on blades which in refolding would reunite the lovers and 
reconcile the disputants. But to develop a graceful 
subject on a series of projecting and retreating angles, all 
more or less acute, would be a waste of labour. Is it 
not better to use in these cases a difiused or a radiating 
ornament? Is it not better to scatter over the fan a 
charmingly disordered arrangement of pictures and 
colours, or even to place isolated subjects between the 
folds, in order that elegant women, in manipulating their 
fans, may have twenty opportunities of showing in each 
fancy group the artist's talent, and, at the same time, 
of displaying some special charm of their own— a pretty 
hand, a well turned arm, or beautiful eyes ? 

The sunshade is another weapon of coquetry. You 
believe that it was invented to shield the complexion 
from the sun ? No doubt this is true, but how many 
resources has this necessity of shading their faces fur- 
nished women with, and how little they would think of 
the sun if it did not give them this pretext of defendmg 
themselves from its rays ? In the work of art, which we 
call a woman's toilet, the sunshade playsi the part of 
chiaroscuro. It produces the charming effect that Rubens 
has imitated in ^his celebrated picture called ^^ Chapeau 
de Faille," which consists in effacing the shadows of the 
face, in blending them with the light, thus merging the 
whole in luminous half tints. 

But these beautiful shadows result from the sunshade 
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being of a pale colour, for iostance of maize silk, if the 
under skirt is of that shade and material, for the auDshade 
must match the dress. If the skirt is in violet or mauve 
silk, the sunshade should be lined with violet or mauve. 




But there is a risk of the reflections of this lining chang- 
ing the complexion. 

Let us here recall the laws of complementary colours. 
By throwing a violet shade over the face, the skin 
becomes colourless and dull, because the flesh tints, 
always more or less yellowish, destroyed by the violet, 
are reduced to a neutral tint of pale grey, whilst a 
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parasol lined with rose de chine, or carnation coloured 
silk, sheds a youthful and animated colour over the face. 
But how is it possible that the parasol and the dress 
should match when the reflection of the lining may spoil 
the complexion % The parasol can be made to harmonize 
with the dress by means of a light flounce, or by a small 
fringe of the same colour as the dress or its trimmings. 
A pretty woman will never sacrifice her beauty, even 
to the rules of optical harmony. 

The sunshade, in the play of colours, resembles a 
varnish, in the play of light it resembles a blind. 



LACE. 

The same may be said of a woman's dress, as is said 
of nature, that she excels in details, maxirm miranda in 
minimis^ We must not, then, be astonished at the im- 
portant part played by lace in her attire ; and, in fact, 
how many things here require consideration, how many 
delicate precautions must be taken in the fabrication of 
an ornament which is at once so strong and so light, so 
transparent and so firm ! 

It would be useless to write much about lace if we 
still retained the habits of our ancestors, for formerly 
every woman was a connoisseur in stitches. It was not 
the *' cloistered nuns " alone who undertook the task of 
spinning, sewing, and embroidering to escape the ennui 
of the convent, and to prevent their thoughts from wan- 
dering to the outer world* 

Needlework occupied a large portion of women's time, 
even of those of high birth and station. This sedentary 
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employment of the hours of daylight, whilst exercising 
the delicacy of their hands and taste, kept them at home, 
habituating and attaching them to a secluded life, so that 
even their thoughts could not stray far away. But the 
isolation of the larger mansions, and the bad state of the 
roads, rendered travelling difficult, and confined dames 
and maidens to their houses, and even princesses to their 
palaces. Queens set the example. Isabella in Spain, 
Catherine de Medicis in France, Catherine of Arragon in 
England, without naming Mary Stuart, who found thread 
and silk companions in her captivity, were clever and 
diligent workwomen, who themselves taught the art of 
needlework to the young maidens of their courts. It is 
probable that lace was invented in one of these work- 
rooms, where great ladies prepared the triumphs of their 
coquetry and elegance. 

There was but a slight step from the open em- 
broidery to guipure, which was the first lace ; and since 
the oldest guipures and earliest engraved patterns came 
to us from Venice, there is reason to believe that lace 
was an Italian invention. Those who attribute a much 
greater antiquity, and an Oriental origin, to this style of 
work, have not remembered that if the early Eastern 
races, who are the first mentioned in the history of the 
world, had manufactured lace several centuries before it 
was known in Europe, it would be strange if they had 
ceased to make it from the moment they communicated 
their secret to us; especially as these people have, 
since the commencement of history, faithftilly retained 
their ideas, their costumes, their habits, and their indus- 
trial arts. 



PERSONAL ADORNMENT. 201 

Be this as it may, without dwelling on a question 
which is not precisely within our range, we have now to 
consider lace as a decorative object. 

The essential distinction between embroidery and lace, 
consists in the former being worked upon a pre-existent 
foundation, whilst the latter is manufactured at the 
same time as its foundation, and requires no ground to 
work upon. 

By lace is understood a fabric made with a needle or 
with bobbins on a regular foundation, called net-work or 
trellis {riseau ou treille), and all work of the same style, 
where the design is in relief on an irregular foundation, is 
called guipure. Thus it is in the foundation that the chief 
difference between guipure and lace exists. The one is 
intended to stand out from a network from which it is 
inseparable ; the other is invented and executed indepen- 
dently of the ground. The workwoman, having finished 
her work, her Jieur^ unites the details by means of unequal 
lines, called brides or sometimes barrettes. The bride in 
needle-lace is composed of two or three twisted threads, 
and, in spite of its apparent frailty, it forms a strong 
fastening. In pillow guipure, the bride is a plait of four 
threads, united by a twisted or button-holed stitch. 

The appearance of a piece of lace, its softness, its frd- 
ness, its elegance, are connected with innumerable de- 
tails, which require to be thoroughly understood, in order 
to comprehend the charming and important effects 
resulting from the use of this trifling article. These 
details are the foundation, the pattern, the stitch, the 
tailSj the grille^ the close work (inat\ the open work 
(Jours) ^ the edge or footing, and the pearl. 
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The foundation, wliich is also called rSseau^ is a 
regular network of threads, which form in crossing 
Bometimes square or diamond-shaped meshes, like die 
Valenciennes, sometimes six-sided meshes, like those 
used in point d'Alen^on. Sometimes the sides of the 
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hexagon are strengthened by twisting the thread, or by 
button-holing each mesh when the lace is of needle- 
work, and this also gives strength to the rSseau, which 
is then called fond de bride. "When this is the case, the 
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threads resemble the twisted bars, which form the brides 
in guipure. 

But as the engraver, wiBhing to make his shades on 
the copper lighter or deeper, crosses the lines in various 
directions, leaving the white paper visible through them, 
so the kce-worker varies her rSaeau, either by crossing 
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three threads so as to form a succession of hexagons 
separated by small triangles, or by forming rather large 
meshes, each surroauded by a small lattice work. This 
latter style, which is costly and beautiful, is used in 




the lace called & la Yierge, which is manufactured at 
Dieppe ; it is usually called fond de cinq trous, or five- 
holed netting, and in Auvergne is known as manage. 
The other is the point de Paris, or fond chant, which 
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doobtless derives its name from an abbreviation of Cb^- 
tillj, where tbis style of lace was first made. 

What delicate inventions simply to embellish a pretty 
woman ! What grace is displayed in this &bric only made 
to please us 1 But we have but just reached the com- 
mencement of the combinations required On the rSseau, 
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the pattern, technically called the^^r, is to be worked. 
This is the ornament which is designed on paper, and 
reproduced on parchment. The outlines are first traced 
in pin pricks, then in a coarse strong cotton, which inter- 




laces itself in the finer threads of the r^seau. The 
pattern will be more or less in relief, according to the 
cuareeness of the thread naed in the outlines, whether it 
is a thick flat cordonnet like the Malines lace, or whether 
no other edging is employed than a light border of the 
reseau, like that seen in the old BruaselB point. 

The^eur once traced, I should say once completed in 
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the* exterior lines, how is it to be filled in? By linen 
stitch, by trellis work, or by heavy embroidery. The 
linen stitch or toiU is a close texture, in which the 
threads cross at right angles, in the same way as in a 
piece of linen, and they produce a plain surface. The 
grUU or trellis-work is made by the threads being a 
little more apart, crossing diagonally and forming a 
trellis of diamonds of different sizes. The pieces where 
the needle or bobbin has repassed to thicken them con- 
stitute the mat or heavy embroidery. 

Thus in this fairy-like architecture, in which the 
courses of stone are, as it were, linen or silk threads, the 
solid masonry is represented by the toiU and the mcd ; 
the apertures half by the griUS^ and half by the openings 
called Jours — ^but the name jours is only used when the 
openings are crossed by threads artistically arranged to 
intercept a part of the light. When there are no cross 
threads, the space left is only an open hole. 

However slightly we may be acquainted with the art 
of engraving or of drawing in chalks, we can easily 
imagine what richness, what variety, what colouring — I 
say it advisedly — ^what colouring can be given to lace by 
the mixture of the grillS with the mat^ of the jours with 
the tailSj by the transitions between the plain and the 
spotted, by the accentuation of the outlines, and finally by 
the great contrast formed by this fancifiil embroidery, and 
its light and regular foundation of netting, which forms a 
contrast and a transition, a softening effect^ and a relief. 

This charming work becomes doubly piquant if the 
rSseau is spotted with points d^ esprit — that is, with small 
round knots in relief, about the size of a grain of millet 
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seed, placed in squares, m the same way as on tnlle veils 
or the small flat squares on Ltlle and d' Arras lace. 

This is not all : lace being asually sewn or basted on 
to a dress to form an edging or a flounce requires a 
footing, technically called an engreture: this consists 
of a kind of selvage which allows the lace to be used 
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for diflerent purposes, to be taken off one dress and 
sewn on to another without interfering with or spoiling 
the pattern. 

Bat some pieces do not require more than a pted. 
By this name is designated the coarse thread to which 
the -lace is attached ; it resembles an abridgment of the 
engrelure. Instead of being at the lower edge of the lace 
it finishes the top of it There is an upper and lower 
ed^g to all lace that is not circular. The bottom one 
ends with a pearl {picot), a tiny loop of thread not larger 
than a pin's poibt. 

What minuteness in the grace of this almost impercep- 
tible ornament 1 Suppress it, and there would remain 
a harsh cold •line; the lace would be distinct from the 
silk or velvet, instead of blending with it by a faint 
broken outline. 

These dehcate fabrications, which are only made to 
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please the eye, these ingenious methods of reproducing 
a design by means of interwoven threads passing through 
one another, are common to all laces — to all passements^ 
as they were formerly called : all have the mats^ the 
jour 8^ the open spaces (vides), the pted^ and the picot — for 
the expressions toiU and grillS are only employed in pillow- 
lace — but each has its distinctive style, which results 
chiefly from the choice of the pattern and from the 
stitches used in making it. 

We will first consider the pattern. 

The Pattern in lace. — There is one rule of good taste 
to be remembered in designs for lace : this is never to 
choose distinct objects, such as vases, baskets, crowns, 
hearts, or turkeys' tails. The more faithfully such 
objects could be represented, the more unsuitable they 
would be. The idea of weight, which connects itself 
with a vase, a crown, or a basket, is in direct opposition 
to the lightness of the fabric. And besides this, a natu- 
rally convex object must be out of place when copied on 
a transparent texture, where the substance is intrinsically 
frail. If the subject designed is not to be recognised, it 
is useless to draw it correctly, and if it is to be distin- 
guished at the first glance, it cannot fail to be displeasing 
to the eye, if it is naturally spheroid or cubical. 

In Queen Charlotte's time, the English caused a 
piece of lace in point d'Angleterre to be made and 
presented to her, the design of which had reference 
to the destruction of the invincible Armada by Eliza- 
beth's fleet. Men of war bending before the wind, 
dolphins as large as the ships, a fort as small as the 
dolphins, groups of weapons and of flags, were alter- 
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women are easily attracted by the rhyttm of a well 
regulated pattern. This is the reason why the manu- 
facturers prefer symmetrical patterns and order details 
similar to those designed for coloured papers. But 
when the lace is used for head-dresses, cravats, hand- 
kerchiefs, tunics, or scarves, when it is gathered into 
flounces, ruffled into cuffs or frills, what becomes of the 
regularity of the repeated or the grace of the alternated 
figures ? For such purposes it appears to us far prefer- 
able to use fanciful half defined subjects, a skilful confu- 
sion, carefully calculated to be the equivalent of a latent 
order-I might say of a charming disorder. 

The pretty scrolls, where nothing seems either to 
advance or to retreat, except in the folds which may be 
made in them, are simply interceptions of light when the 
lace is looked through, and an interception of transpa- 
rency, when the pattern is clearly defined against darker 
shades, or if the lace is black, against pale silks or the 
whiteness of the skin. 

The confusion is sufficiently redeemed by the regularity 
of the rSseaUj and there is no objection to the work being 
relieved by the accentuation of lighter or stronger trac- 
ings, the avoidance of any imitation of nature being the 
essential object. 

Now let us speak of the point or stitch. The point is 
of so much importance, that it has been from the begin- 
ning synonymous with lace, and since it varies with the 
localities where it is produced, the laces are called 
Brussels point, point d'Alen^on, Honiton point, Genoese 
point, Venetian point, Hungarian point. The variations 
ixi point are numerous, but above all other differences. 
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one great distinction must be first established. Lace ie 
made in three ways ; with a needle, with bobbins, and 
with machinery, and each of these methods has its 
different aspects, its qualities, its defects, its varying 



Needh'hice. — All the world acknowledges that the 
point d'Alenjon, which is made with a needle, is the 
richest and most beautiful of all. And the value of this 
lace not only arises from its representing a considerable 
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amount of labour, but also because nothing can replace 
in human productions the fabrics made by a man's or still 
more by a woman's handicraft. However the hand may 
be restrained by the necessity of faithfully followmg, on 
green parchment, the design imagined and traced by 
another person, there is always, even in copying an out- 
line, an individnality, an imperceptible deviation to the 
left and to the right, above and below the tracing, which 
impresses on the design an accent of strength or geotle- 
nesB, of indecision or determination. And when the 
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tracing is finished, when the outlines of the design have 
been marked by a thread passed through the holes, the 
work is given to the workwoman who prepares the 
rdseau ; and here again those shades re-appear which 
mechanism cannot reproduce, but which render the hand 
labour of a living being distinctly apparent, above all 
when the reseau is complicated by a bride. Elegant, 
fine, and entirely of linen thread, the Point d'Alenjon 
unites to these qualities the beauty of having a raised 
ornament, such as we so often see in the drawings of 
great masters. I allude to the horsehair which the work- 
woman introduces into the cordonnet or cording of the 
outlines to give them strength and substance, so that the 
edges which surround the jours being strongly defined, 
the effect produced by the difference of the lighter or 
closer work is heightened. The Point d' Alenjon is filled in 
with button-hole stitch, which gives it a rich embroidered 
appearance, without destroying the delicacy of the lace, 
because the maker carefully levels the surface, that is 
polishes it with a burnisher, rendering it soft to the eye * 
and touch, instead of leaving it unequal and granulated. 

Finally, after many operations, which it is unnecessary 
to describe here, there remains the assemblage^ which 
requires feminine skill and refined taste : the assemblage 
consists in uniting the separately finished pieces by means 
of an invisible seam, called point de raccroc. It is then 
true that if Point d'Alenpon is called the Queen of Laces, 
it is owing to the beauty of its fleur^ its jours^ its 
foundation of brides^ and also because to all these advan- 
tages it adds that of being entirely of needle-work. 

Pill(yu)'lace.—k^x the needle-laces, which unite all 
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the most valuable qualities, neatness and fulness, richness 
and elegance, rank pillow-laces. In these the dominant 
characteristics are the softness of the outlines, and the 
smoothness of the general appearance : the needle is to the 
bobbin what the pencil is to the stump. The design, which 
is softened in pillow-lace, is defined by needle-work, and 
in a way engraved. And here many trifles betray the 
influence of hand work; but to thoroughly understand these 
details we must first explain how pillow-lace is made. 

The machine used in lace-making, which, according 
to the country where it is used, is called a cushion or a 
pillow, consists of a square box, stuffed and covered on 
the outside. On the upper surface, which is very sharply 
inclined, an opening is arranged, where a stuffed roller 
turns firmly on its own axle. On this roller a parchment 
is so placed that it falls a little over the opening; on 
this parchment the design has been previously pricked 
vdth pins. For the work an enoiinous quantity of bob- 
bins filled with thread are required, which are interlaced 
according to the pattern. Pins placed in the pricked 
holes as fast as the work' progresses, serve as land-«marks 
to the lace-worker, and hold the stitches. The tracing 
having been placed so as to allow the different parts of 
the work to join easily, by turning the roller on which it 
is fixed the maker can continue the work without inter- 
ruption, while in Brabant, where a simple cushion is 
used, the workwoman is obliged to raise the bobbins 
when she arrives at the end of the cushion, and to 
replace them at the beginning of it.* 

* Im dentelle d VaiguUle et atix fuseaux, by M. J. Segiun. Paris : Rots- 
cbild, 1874 This book, whicb is tbe wo^ of a tborougbly competent writer, 
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This short description of the lace machine, shows that 
simple as it appears, it requires a special appren- 
ticeship, the method of working being quite diflFerent 
from that used in making twisted edgings or fringes with 
open headings ; and from being more quickly and cheaply 
made than the needle-laces, the pillow-lace has a more 
industrial character, and for that reason a larger de- 
velopment.* 

When the ruffs and frilled tuckers were imported into 
France from Italy, the needle-laces with which they were 
trimmed, finished them abruptly, giving them sharp 
edges, like a .necklet of spikes. But when the pillow-lace 
was substituted for these harsh guipures, being much 
lighter and more flexible, it softened the outlines and 
rendered the pinkings of these triple frills almost 
ethereal, instead of their imprisoning the head and 
making it appear, as TEstoille said, '' like the head of 
John the Baptist on a charger/^ 

The use of lace. — Once made aware of the different 
effects produced by needle or pillow-lace, a woman who 

has been shown to us in manuscript, and we can vouch that it is most 
instructive and interesting. The historical criticisms are particularly re- 
markable. The author refutes with proofs aU the errors committed by hLs 
predecessors ; he describes in detail every style of manufacture, and ac- 
quaints us with all their ceiitres. 

• This explains the reason why rich ladies even to the end of the six- 
teenth century continued to devote themselves to needle- work, and why so 
many fine coUections were published for their use—at Lyons by Ostans ; at 
Paris, by Dominique de Sera, assistant to the celebrated artist, Jean Cousin; 
at Venice, by the Seigneur de Vinciolo, Cesare Vecelli, and some anony- 
mous authors. Most of these collections were reprinted several times, 
whilst after the publication called le Pompe^ which took place in 1557, and 
which contained several patterns for pillow-lace, no other book of the kind 
was published until 1598, which is the date of Foillet*s book printed at 
Montb^liard. 
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cared about her dress would select the lace most suitable to 
her toilet : she would not use Brussels point for strongly 
marked outlines, or Bruges lace where a soft flowing 
effect was required. She would make a distinction accord- 
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Ing to the use she intended to make of it, between point 
d'Alen^on with a well defined pattern and jkurs richly 
embroidered on a Tesh,u or on a foundation of brides, 
and light Mechlin lace, in which the only accent is on the 
outline of the j)attem. She would carefully discriminate 
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between the fine linen Honiton guipure with slight teliefe, 
and the old French point, now so frequently imitated, 
with its thick raised ornaments, its strong brides picoteSa, 
its large _;(7Mr«, themselves a copy of the Venetian point 
She would quickly notice that the appliques called Eng- 
lish lace and tlie point de gaze have a magnificently bold 
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and striking appearance, whilst the pillow-laces mana- 
factured in Flanders, Lille, Arras, and Mirecourt have a 
flexible, light, and soft effect. 

At the present time, now that old patterns are eagerly 
sought for, and the antique models are so skilfully repro- 
duced by the lace-makers of Puy, under the name of 
Cluny, it is Apropos to make a remark respecting the 
proprieties of the toilet. 

Nothing that adorns the human figure is absolutely 



PERSONAL ADORNMENT. 317 

beautiful. All is relative to the wearer, her personal 
appearance, her moral characteristics, not to mention 
the harmony indispensable between an ornament bo 
delicate and valuable as lace, and the other portions 
of the dress. Often an elegant woman entering a lace 
warehonse is asked a question which she considers quite 
unnecessary, " You wish to see some lace, Madam ; may 
I inquire for what purpose it is to be used ? " " How 
can that affect you, Sir, that is my affair," is the usual 
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answer. And yet what a useful question, if it were 
candidly answered, and the questioner had good taste. 
What a difference there should be between lace worn by 
a young woman and that which is suitable for a dowager ! 
The rank of the person, her style of living, her age, the 
prominence or delicacy of her features, her natural tran- 
quillity or activity, all have an important bearing on her 
selection, as Montaigne said (speaking of love). Should a 
woman of twenty-tive, with a piquant air imd quick 
movements, place on her shoulders the thick point de 
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V^iUBe With raised omaments, whose majestic heaviness 
suited the collar worn on ceremonial occasioos bj the 
Procurator of St. Mark ? 






We must not forget that irom its mvention, until the 
end of the last century, lace was worn as much by 
men as by women. The Valois used it profusely. 
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Henry III. covered himself with lace in fine gold, and he 
Was so anxious that his ruffles should be perfectly Iresh, 
that he goffered them himself if he fancied the plaits were 
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at all rumpled or limp. Subsequently, Basffompierre, 
Cinq-Mars, and other leaders of fashion at the court, 
brought the extravagance in lace to a climax. Following 
their example, gentlemen wore it on all parts of their 
dress ; on their sleeves, their gloves, and on the falling 
collars that had replaced the ruffs ; they wore tufts of it 
at their garters, in bows on their shoes, and in wide 
trimmings on the tops of their boots. 

At the same time, the priest's alb, the prelate's rochet, 
the covering for the chalice, the altar-cloths, were adorned 
with rich laces suited to their destination. And this 
ornament was so highly esteemed by the Church that 
painters introduced it into their Biblical pictures. " In 
the Prodigal Son, by Abraham Bosse," says Mrs. Bury 
Palliser,* " the Mother, in anticipation of her son's return, 
is preparing for him a tippet trimmed with the richest 
point ; the ' Foolish Virgins ' weep with handkerchiefs 
bordered with it ; the table-cloth of Dives, as well as the 
table napkins used by his guests are ornamented in the 
same manner.'' 

Now that women only wear lace and men have even 
relinquished the jahot^ or ruffled frill, it is important to 
distinguish between the old patterns that one is tempted 
to reproduce or imitate — between those that were worn 
by the exquisites of Louis XIII., or the rou^s of the 
Regency, and those that were invented to enrich the 
toilets of Madame du Lude, or Mademoiselle de Blois, 
or the coquettish deshabille of Madame de Phalaris. 
Care should be taken to avoid using antique altar-cloths 
for a petticoat, and only very handsome or elderly 

* Histoire de la DcntelU, Paris, Finnin Didot 



220 • ART IN ORNAMENT AND DRESS, 

women should wear the laces that formerly adorned the 
Princes of the Church and the gentlemen of the long 
robe- 
Besides these distinctions there are others quite as 
obvious in the laces that are made only for women. 
There are laces for all seasons, all hours, all the details 
that compose a toilet, and for all ages. 

Already, under Louis XV., Point d'Alenjon and Point 
d'Argentan were styled by etiquette, ''Winter laces," 
and certainly the gravity of these varieties lent itself to 
this designation. It is not necessary to be well informed 
in the secrets of gods or women, to know that there are 
laces for morning and evening— Valenciennes with a clear 
ground for morning wear on the charming home dresses 
that require so much care in their arrangement ; frngnon- 
nettea for light, unobtrusive head-dresses ; narrow edgings 
for ordinary linen, and torchon laces, that are used to 
trim those costumes for the country or sea^side, which, 
by their elegant style, affect to disguise the homely com- 
fortable appearance of the material, often an imitation of 
the dark blue linen worn by the peasants in France. 

But when more important occasions are under con- 
sideration, promenade dresses, formal visiting costumes, 
regatta or race costumes, or ball dresses, the selection of 
the lace is of great consequence. Then it is that care is 
required to distinguish between the sedate and the frivo- 
lous, the transparent and thick, the smooth points and those 
in relief, the delicate insertions which ornament muslin 
costumes, the Bruges lace, which softens a bodice suffi- 
ciently to admit the use of small velvet bows as a relief, 
and the guipures, which falling in scallops round the throat 
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correct the stifiFhess of a Medicis ruS*, which stands up on 
the neck like a fan. 

To slightly rounded shouldere a flat laced bertha is 
most becoming ; on thin Bhoulders it should be gathered, 
for lace without folds is intended to disclose what is 
underneath, but plaited, it servra to half veil it. For a 
beautiful arm and well turned wrist, plain cu£& should be 
preferred, while for angular proportions a fuller trimming 
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is required. If lace is used for head-dresses, a mixture 
of muslin and apptiqu^ with a few bows should form 
the close cap worn by elderly women, bat the bonnet 
for a young and elegant woman should be more 
decidedly trimmed by a lace lappet ialling over the 
chignon. 

For sleeres, flounces, and tunic trimmings, it may be 
usefiil to add that pale tints require white flowing laces, 
Bruges for instance, whilst darker shades require the 
black laces made at Chantilly, Caen or Bayeux, for at the 
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present day it is in Calvados that the lace known hy the 
generic name of Chantilly is manufactured. 

Although black lace is usually regarded as a thread 
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lace, it is always made of silk, but as this silk called 
grenadine is twisted, it loses its brilliancy and acquires 
the appearance of thread. But on the other hand no one 
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mistakes blonde, which is also a silk lace, whether black 
or white, because the pattern is filled in with a fiat silk 
more brilliant than that which is used for the foundation. 

Blondes derived then- name from being first made with 
unbleached or yellow silk. Those now made in white 
for veils and mantillas have a rich silver coloured eflfect, 
which brightens the skin, and this renders them highly- 
prized amongst dusky olive-skinned races. In Spain and 
in the Spanish colonies, the women reserve the white 
blondes for fete days, bull fights, and Easter Mondays ; 
the contrast between their skin and the brilliant white of 
the silk bemg softened by the reflection of that white. 
The Mantilla in black blonde which they trim with black 
velvet is the most essential part of their ordinary dress ; 
it mysteriously shrouds the face, only permitting the 
sparkling eyes to be visible. 

Ah, what a mistake it is to consider the subject which 
occupies us, as futile ; to think that there is frivolity or 
puerility in devoting so much writing to laces and 
blondes ! Let it be well understood that the Spaniard's 
mantilla is sacred in the eyes of the law : it cannot be 
seized to pay her debts, it forms part of the woman and 
her dignity. The poet is a man of judgment who 
wrote: 

Bien que pour toucher sa maiitill«, 
De par tous les saints de Castilley 
On se ferait rompre les os. 

But, to return to laces, an enormous quantity of them 
are now manufactured in black wool. After adorning the 
cotton head-dress of the poorest peasants, these guipures 
bave become the fashion. Flounces, dresses, veils, 
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shawls, and mantles^ are made of them. They are used 
instead of fringe in the loose fitting, ready made cloaks 
and jackets, and in those street-costumes and semi- 
morning toilets in which Parisians excel and which 
sometimes seem inspired by a refinement of coquetry. 

A Chantilly shawl is only suitable for summer cos- 
tumes* In spring, when it is no longer cold and yet not 
warm; in autumn when the seasons are reversed and 
the cold is approaching, woollen guipure — now called 
lama, as though it were made from the hair of that 
animal — is a valuable accessory in dress. On this ac- 
count, it has been subjected to imitation and sold at a 
low price. We here reach the third description of lace, 
which are machine laces. 

Machine laces. The first time that mechanism invaded 
the peacefril domain of lace-making, was in the manu- 
facture of tulle. After several experiments made towards 
the end of the last century, consisting in the transfor- 
mation of a stocking-loom into a loom for knitting 
in meshes, the bobbin loom was invented, which is the 
only one producing by machinery the hexagon mesh 
used in pillow lace. Through this mvention immense 
machines, moved by steam, weave upwards of sixteen 
thousand meshes per minute, whilst a lace-maker can on 
an average produce but five or six meshes in the same 
time : one may therefore say that the machine replaces 
the work of twelve thousand women. 

The tulle bobbin once invented — at first it was a plain 
reseau — the manufacturers proceeded to work, on the 
meshes, the small spots called points a! esprit; then apply- 
ing Jacquard's system to the tulle-looms, they produced 
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those embroidered textures called machine lace, of which 
so many veils, shawls, scai'ves, and fanciful ornaments 
have been made. Finally, the Lyonese perfected these 
fabrics, by adding a skilful touch of hand work to that of 
the machine. The pattern which leaves the Jacquard 
loom is defined and ornamented by a silk thread, which 
gives it a shade of resemblance to real lace. 

After all, this resemblance is very deceitful. It is easy 
to say that there is no difference or very little between 
machine and hand work ; it is none the less true that the 
paint de gaze, for instance, which is made entirely, both 
Jleurs and rSseau in needlework, by the workers of Brussels, 
is of unequalled fineness in quality and of incomparable 
beauty. The same workwoman weaving with bobbins and 
linen thread the rSseau that is to be the foundation of an 
appliqud lace, adds to it a lightness and delicacy that the 
loom can never perfectly imitate, and the woman who 
makes the Jleurs with her needle which are to be appliqud 
on the reseau or on the tulle, gives a style to the texture 
of the Jleurs and to the brodS, that is, to the points in 
relief, which machinery can never attain. 

But how mysterious and strange are the results of 
human invention! Is it a subject for congratulation or 
regret that human labour is superseded by the machine 
which diminishes, and we might say destroys it ? This is 
a serious question. How many troubles were brought 
into the daily life of humble families! How much 
anguish was caused by a discovery which is to profit, so 
they say, the people who suffer most fi:om it to-day ! In 
travelling through Flanders, Brabant, Normandy and 
Auvergne, one sees through the windows of a room on 
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the ground floor, young girls bending over their cushions, 
wielding innumerable bobbins around innumerable pins, 
twisting, crossing, interlacing them, without a single mis- 
take, picking them up, dropping them to retake them, 
and drop them again, watching that they are always 
filled with thread, pricking in the pins, taking them from 
one place where there are too many, to put them in 
another where there are too few — ^in a word making 
nearly one hundred and fifty-two thousand evolutions for 
a design of ten inches, amounting to seventy-seven move- 
ments in a minute ; and one is startled, horrified at the 
work entailed upon these living machines, whose intelli- 
gence seems bounded by their threads and imprisoned in 
the meshes of their work. One questions whether the life 
of these creatures, bom to please and to be loved, ought 
to be entirely absorbed in rendering other creatures more 
attractive and more pleasing, and one hopes that the 
machmes which at first sight seem instruments of slavery, 
may some day become a means of alleviation and of 
freedom. 

XVL 

OF ALL THE ARTS WHICH ARE TREATED OF IN THIS BOOK, THE JEWELLER'S 
AND goldsmith's ARE THE HOST VALUABLE. 

The jewel, which is so well adapted to a woman's adom^ 
ment, is a combination of the riches of nature and art ; 
it is concentrated brilliancy, the quintessence of light. 

Incredible fact, marvellous truth! In the bowels of the 
earth, in the deserted channels of exhausted torrents, in 
the gloomy depths of the mineral world, stars are con- 
cealed that rival in their beauty those of the firmament. 
The fresh splendours of dawn, the sun's incandescent 
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rays, the magnificent sunsets, the brilliant colours of the 
rainbow, all are found enclosed in a morsel of pure carbon 
or in the centre of a stone. They all result from the 
mysterious, one might say the awful, property possessed 
by the molecules of certain bodies, of obeying the laws 
of attraction, in the same way as the stars of heaven 
obey them, and of uniting as though urged by the secret 
instinct of the beautiful, to compose prismatic forms of 
astonishing regularity, and often of perfect symmetry. 

All the luminous and coloured spectacles which the 
world in the immensity of space can offer us, nature has 
produced in miniature amongst precious stones. The 
ruby encloses the brilliant red of the clouds of evening ; 
the sapphire, varying from dark to pale blue, is a concen- 
tration of azure. The emerald condenses the green of 
the meadows and certain aspects of the ocean. The 
topaz is a miniature reproduction of the rich gold which 
illumines the setting sun. The opal resembles a fraction 
of the rainbow softened by a milky cloud. The aqua- 
marine, which has the colour of Persian blue, has the 
glassy tint of the waves of the sea. The violet of the 
amethyst represents the deep purple shade of the heavens, 
and the hyacinth is like the tints of dawn passing from 
saffron to orange. Thus, as man is a summary of anterior 
creations, an epitome of the world, so the diamond and 
other precious stones are focuses of light, and essences 
of colour which seem expressly created to ornament on 
a small* scale the human body with all the splendours 
which adorn the universe on a large scale. 

But nature only produces diamonds and other jewels 
in a rough state. For man is reserved the task of 

Q 2 
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polishing them ; and it is the province of art to add to 
them, by cutting, a new crystallisation. To render them 
fit to adorn a woman, men must become diamond cutters, 
lapidaries, jewellers and goldsmiths : they must select 
and cut the stones in such a manner that the luminous 
rays which they will refract may penetrate them ; they 
must frame them with the precious metals so that they 
are held lightly, yet firmly, their colours sustained or 
augmented by their setting ; and finally they must arrange 
with elegance the outlines and relief of the design — ^for 
the jewel, although engraved, chased, and brilliant with 
its cut, polished, and mounted stones, is no completion to 
a woman's adornment unless it is in itself beautiful. 

The principal gem is the diamond, but it is not always 
pure. It is often defective and unsuitable for cutting. 
Sometimes it is spotted with small snowy flaws called 
givres; sometimes it is specked with points formed by 
heterogeneous matter, or knotted, that is the crystallisa- 
tion is confiised, rather like the knots in wood. The 
diamond is then used to make diamond dust, by rubbing 
two diamonds together or by grinding the crystal particles 
in a steel mortar. This dust is the only substance that 
will hew, cut, and polish diamonds. 

The art of cutting diamonds has been known in Europe 
since the commencement of the fifteenth century, but 
before Louis de Berquen, who in 1475, submitted it to 
optical laws, it was practised in an arbitrary and imperfect 
fashion ; the workman did not know how to give intensity 
to the play of light. Even in the time of Charles VII. 
diamonds were sometimes worn in their natural state, as 
they were extracted from the earth ; for tradition says, 
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that Agnes Sorel's famous collar, which she called her 
carcanet, was composed of rough diamonds. Now the 
art of cutting them has reached perfection. 

The workman commences by grinding the diamond, 
rubbing one against another, to divest it of the earthy 
crust that clouds it. Afterwards, if it is of a bad shape, 
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it is altered by sawing or cleaving it. The former opera- 
tion is performed by means of a bow, on which a metal 
string is stretched and continually powdered with 
diamond dust; the cleavage consists in splitting the 
diamond with a steel knife, by a sharp blow struck in 
the direction of the laminae, for the diamond, in spite of 
its extreme hardness, can be easily broken, because it is 
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fonned like other crystals of laminaB, arranged in succes- 
sive layers on an original nucleus. This done, a paste of 
diamond dust and oil is made and spread over a hori- 
zontal steel grindstone, and the diamond, being pressed 
against the surface, is polished and cut with facets by a 
rapid rotatory motion. This completes the cutting and 
the polishing. Formerly the lapidaries were content to 
cut the two principal sides of the diamond table-shape, 
and to bevel the sides ; but they only used this mode of 
cutting for diamonds of inferior quality. 

The only shapes now used are the brilliant and the 
rose. The latter gives the diamond the form of a 
pyramid with a flat wide base and triangular facets, 
twenty-four in number for the roses called Dutch 
diamonds, and eighteen for those called semi-Dutch. 
The rose is sometimes mounted transparently ; at other 
times the base is hidden in the setting. • The cutting 
called brilliant consists in having the upper side an 
octagonal table, with a diameter equalling one third of 
the axis, surrounded by eight facets forming the crown, 
and the lower part an octagonal table of smaller diameter 
called the collet {culasse)^ and also surrounded by eight 
facets symmetrically inclined in the inverse way forming 
the pavilion. The angle which separates one from the 
other is called feuilletis. By this part the stone is held in 
the setting. Each of the eight facets receives four smaller 
facets, some triangular, others lozenge or diamond shaped; 
the brilliant is then said to be recut, and it has no less 
than sixty-four facets, without counting the table and 
the collet. And since the light, through being refracted 
on all sides by the number of facets, multipUes its rays, 
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the brilliant should always be set transparently. But who 
can help admiring the precision in the minuteness of the 
work, when the lapidary is able to cut thiri;y-two facets 
on a particle of diamond not larger than a pin's head, and^ 
twenty-four, or at least eighteen, if it is cut rose shaped ! 
The brilliant shape is cut on stones naturally 
spherical ; when the rough diamond is pear-shaped, the 
facets are cut at all fuigles, and it forms a brillolette. 
The pendants shaped like a half pear have a collet and 
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a table, and are cut into facets on the side of the collet. 
Well-cut pendants are much sought after, and are dearer 
than brilliants. 

How much art and science, and what attention, what 
care is necessary to render the sun-beams which are im- 
prisoned in a tiny polyhedron of pme carbon, brilliant 
and sparkling ! 

But there is one stone more valuable even than the 
diamond, the oriental ruby, when it is of a considerable 
size and clear, deep coloured crimson. The mine which 
produced this ruby bavmg been lost for mcM^ than 
a century, these gems are now foimd only in jewel 
caskets. The most beautiful came from Ceylon, India, 
and' China. Yet, whatever the market value of precious 



S3S ART IN ORNAMENT AND DRESS. 

stones, a value dependent upon their rarity, we should 
here notice the part they play in personal adornment, 
and consider them with reference to their beauty, their 
colour, their brilliancy, their aesthetic character, and their 
momentary fitness in the toilet. 

If gems and other precious substances used in jewellery 
were to be classed, not according to the price jewellers 
ask for them, but according to their beauty, we should 
place in the first rank, the diamond, the ruby, the 
sapphire, the emerald, the topaz, the opal, the pearl, and 
the western turquoise, called old rock ; in the second rank 
the Syrian garnet, the amethyst, the aqua-marine, and 
the coral ; and in the third, the peridot, the tourmaline, 
the lapislazuli, the girasole, amber, and all the varieties 
of agate, such as the chalcedony, the blood-red cornelian, 
the chrysoprasus with the green tint of a leek, and the 
onyx which is so well suited to cameo engraving. 

In the eyes of an artist, who regards beauty before 
everything else, the stones in the first and second rank 
are the only really precious ones, the remainder being 
simply fine stones. But each has its style, its use, and 
its place in the toilet, I was about to say its hour, with- 
out alluding to its mysterious connection with sentiment, 
for women attach superstitious ideas to certain stones 
even in France, where the spirit of irony is so powerful 
and so alert. The opal, for instance, which should be 
eagerly sought for its beautiful and changing colours, in- 
spires them with a vague dread of not being loved. The 
emerald, on the contrary, is a promise of happiness, and is 
worn as a talisman and as a jewel. Other stones perplex 
their thoughts and interest their heart's secret devotion. 
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Again, the poetry of colours has a language and shades 
for stronger minds which are above feminine weaknesses. 
There may be something melancholy in the colour of 
the aqua -marine, which reflects the sadness of the 
waves ; and a disquieting element in the livid tint of the 
amethyst, if much used as an ornament. It is easy to 
imagine the sapphire's celestial blue an emblem of purity 
and love, and the ruby's crimson an expression of 
triumphant valour and pride. 

However, precious stones are also uncertain ; they are 
apt to fade, to deepen, or to become discoloured under 
certain influences. Women know that the sapphire, 
which is, by daylight, so pure and soft a blue, in the 
evening loses its brightness, and deepens almost into a 
violet black. Thus they prefer pale azure sapphires 
which retain their brilliancy under artificial light. The 
emerald darkens by candle-light, and, under the same 
influence. Cape diamonds, which by day are disfigured 
by a pale lemon colour, lose this tint, and regain the 
beauty of their latent fire. The Brazilian topaz, warmed 
to a certain temperature, takes the rosy hue of the balas 
ruby, and the name of burnt topaz; the tone of the 
eastern turquoise, called old rock, sometimes fades, 
loses its polish with time, and finally disappears. Fire 
blanches the sapphire, and robs the amethyst of its 
colour. 

The opal is impaired by the prolonged influence of 
a damp atmosphere ; it is the most sensitive of minerals, 
equally fearing heat and cold. The warmth of the sun, 
by dilating the minute particles of air enclosed in the opal, 
causes it to lose its colour, and intense cold produces 
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cracks on the surface of the gem, which, BometimeB, 
nearly extinguish its charming rainbow tints. 

The pearl, slowly secreted by shellfish with nacreous 
valves at the bottom of the sea, deteriorates when 
brought into contact with acids. It can be dissolved in 
vinegar, like the one Cleopatra tried to drink in the 
banquet she gave in honour of Marc Antony. Impure 
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air tarnishes them — ages them, is the expression used by 
jewellers — and it even robs them of the soft chan^ng 
silvery brilliancy, known as their water, and which once 
lost is never regained; they then become like the pearls 
found on the coast of Scotland, which are called dead 
pearls, and resemble fishes' eyes. 

Besides these variations, precious stones gain or lose 
value and brilliancy according to the way in which they 
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are cut ; they are never perfectly beautiful without the 
lapidary's aid. 

Coloured stones cannot be treated like diamonds : they 
cannot be broken, because the price would diminish with 
the size, and the small pieces cannot be used to make 
rose sparks ; for, if the base of a precious stone were flat 
like that of a rose, it would lose its brilliancy. But the 
lapidary can remove the imperfections of a ruby, a sap- 
phire,' or an emerald, by polishing it en cahochon instead 
of cutting it, and thus giving it the oval form of a drop of 
tallow. This shape is most suited to the opal, the tur- 
quoise, the coral, cornelian, and malachite. The cahochon 
is single when it represents half of a taUow drop, and 
double when, like an almond, it is rounded above and 
below. A bevel is then cut in the side to mark the 
junction of the almond's two halves. Sometimea, while 
the upper side is polished, the under is cut in facets, in 
order that the play of light may be more animated. 

The brilliant cutting, star cutting, and Porti^guese 
cutting with spherical triangles, are suitable to rubies, 
sapphires, topaz and amethyst. The emerald and beryl 
are cut in steps, that is, on the upper side there is a flat 
surface, sometimes rectangular, sometimes square, with 
rounded angles, then two steps, then below two more 
steps surrounding a square facet which forms the collet. 
Thus the lapidary's art consists either in assisting the 
refraction of Ught by facets, or in augmenting the trans- 
parency of the stone by the size of the surfaces or by 
the smoothness of the polish. He perfects the beauty of 
the gems, by calling geometry to the sun's aid. Where 
the lapidary's work ends, the arts of the jeweller and 
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goldsmith commence. In the present day their crafts 
are no longer distinct, though their labour differs. When 
the precious metals are only used as a setting for the 
gems, the work belongs to the jeweller ; when the stones 
only serve to enhance the beauty of the gold and silver 
work, the objects belong to the goldsmith. For instance, 
let us take a jewel shaped like a butterfly : if the prin- 
cipal parts are m gold, the chief work would not be done 
by a jeweller ; the insect's body, its antennae with their 
tiny clubs, the open wings with their veinings, the 
holes which receive the roses and brilliants, the minute 
claws which seize and hold the gems, are all made by the 
goldsmith. But, if the body is of opal or labrador, the 
wings of striated or ribboned agate, the antennae of 
sardonyxes, and the eyes of rubies, the butterfly would 
be the jeweller's work. 

But, although the colouring is very important in jewels, 
we must first direct our attention to their shape, and it is 
most difficult to limit the designs, for nature has furnished 
us, for her share in the work, with treasures of light and 
colour. 

XVIL 

OBDEB BEING AN ESSENTIAL ELEMENT IN THE COMPOSITION OF A JEWEL, 
THE METHODS WHICH SHOULD CHIEFLY BE USED ABE BEFETITION, 
ALTEBNATION, SYMMETBT, BADIATION, PBOOBESSION, AND CONSONANCE. 

The principles which we asserted in the commence- 
ment of this book, apply quite as much to jewellery as to 
gold and silver work, ceramic art, and other branches 
of decoration and ornament. 

The design will have a more or less sober and severe 
character, according to the method used by the designer. 
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whether he has repeated the details or varied them, 
employed similarity or contrast. If a Queen's crown, or 
a diadem for a proud beauty, had to be produced, the 
repetition of the same ornaments would produce an 
impressive effect. This can be verified in the Etruscan, 
Grecian, and Egyptian jewels. All those that have been 
executed in the repetition style have an hieratic, cere- 
monious, and striking appearance. For instance, a suc- 
cession of gems, carved to represent the heads of gods or 
the portraits of heroes, is, at a little distance, exceedingly 
handsome, and its beauty is enhanced on closer examina- 
tion by the slight differences in the faces. Again in a series 
of sacred vipers raising their heads, or a row of scarabaei 
inscribed with legends, the significance of the image is 
increased by its continued reduplication. 

But usually the simple repetition is relieved by the 
interposition of a larger ornament, corresponding with 
the fi-ontal axis in a crown, and with the central line of 
the body in a necklace. Often it is progressive, and then 
it is redeemed by the gradual diminution of the details 
from the centre to the ends, a diminution which gives 
importance to the central bead, if it is a string of pearls, 
and to the central cameo in a diadem or bracelet, if the 
detailed ornaments are carved heads. 

But if the repetition is modified by simple or com- 
plicated alternation, called by analogy recurrence, the 
style of the jewel, although retaining its dignity, becomes 
less severe and more pleasing. Antique jewellery gives 
us plenty of examples. Now it is a necklace of beads 
with ovules, flower buds or amphorae, suspended between 
them ; now it is a row of agate balls, parallel with a 
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chaplet of spherical diamonds, the two rows being united 
by spindle shells alternating with fish or lizards. 

Sometimes acorns are mingled with muzzles of animals 
in miniature, or a thread of small bells, resembling lilies 
of the valley, are strung with tiny pomegranates alter- 
nately smooth and rough. In all cases, whether the 
repetition is plain or relieved by the introduction of 
similar forms, jewels thus designed have always a serious 
air through their regularity, at the same time that they 
please the eye, because it seizes the details without 
effort, and feels the restful sensation always produced by 
repetition and rhythm. 

If symmetry is necessary anywhere it is particularly 
required in jewellery, because art is represented in infi- 
nitesimal proportions, and the tenuity of the jewel is 
frequently its most exquisite charm and most valuable 
quality. If a jewel is not easily deciphered, if its orna- 
ments require enlarging to be clearly seen, the eye is not 
satisfied, it is fatigued by the effort of distinguishing a 
multitude of confused details. But order and regularity 
enable the most trifling embellishment to be seen and 
appreciated. Far from excluding richness it renders it 
possible, because without clearness of design the richness 
of detail is only embarrassing, becoming an encumbrance 
instead of a decoration. 

In no other work of art is it so necessary to make 
variety consistent with unity, and for this reason the 
goldsmith-jeweller should choose between the various 
styles of ornamentation, those which are most favourable 
to clear and distinct perceptions. He should excjude 
any system of complication. 
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No doubt iogenious labyrinths of ornament can be 
invented and applied to architectural decoration, after the 




ePECIUENB OF ALTERNATION AND RXGUBRXNOE. 

manner of the Arabians, in mural surfaces, doors, open 
encloBiures, and friezes. Designs for mosaic pavements, 
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damasceDed caskets, jewel boxes, and vases icaj be com- 
plicated, but to complicate the design of a jewel is to make 
incomprehensible that which it is already difficult to com- 
prehend. When a printer has arranged a text in nonpareil 
he endeavours to compensate for the diminutiveness of the 
type by the extreme distinctness of the press work ; but 




PENDANT ATTBIBUTBD TO BKNVBNCTO 



even then he knows that many readers will be dis- 
couraged by its size. In a jewel, distinctness ia only 
attainable by the repetition or the periodical recurrence 
of the same objects. And it is scarcely necessary to 
add that if complication is out of place in an ettrring or a 
ring — and the smtiller the jewel the more out of place 
is the complication — by the sane rule, even regulated 
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confusion must be dispensed with, except on surfaces 
large enough to allow the eye to unravel the obscurities 
of a decoration, in whose disorder there is a latent 
equilibrium. Benvenuto Cellini was unquestionably an 
incomparable goldsmith, a clever enameller, a perfect 
worker in niello. He possessed in the highest degree 
the feeling of elegance which characterises the Italian 
Renaissance, and yet amongst the jewels that he made 
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under the name of pendants — a name which he gives 
them in his Traits d'Orf^vr^rie — there is not one 
that can equal the beauty of the antiques. His 
works are disfigured either by the multiplication of 
details or by the unlucky idea of forming articles of 
jewellery like architectural monuments. We have seen 
some remarkable specimens of his work in the Cabinet of 
Antiques, in the Biblioth^que Nationale, and in the 
collection of gems possessed by Debruge-Dura^nil.* 

• The jewels engraved here are taken from M. Jules Labarte's clever book, 
L'Hiitcnrt des Arts industriele an Mm/en Age. 
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Here is a vaulted niche flanked by two columns in table- 
dianoionds and crowned with two volutes, forming an 
arched pediment, which is broken to allow a ruby to be 
inserted in the centre. Two small figures, in chased gold 
and in high relief, of a woman and an old man studying 
astronomy, are placed in this recess, the roof of which is 
enamelled with blue and studded with stars. Rubies are 
set in the pedestals, the edifice is crowned by a large 
diamond, surmounted by a cartouche ; ruby vases decorate 
the sides, and it is terminated at the bottom by a stem 
supporting pendants. 

It is easy to understand that this jewel is unfortunately- 
designed, and that so injudicious a complication has the 
disadvantage of fatiguing the eye and the attention. It 
cannot be used as an ear-ring, because it would be 
ridiculous to suspend a monument in the ears ; nor is it 
suitable for a shoulder-knot or a necklace pendant, for 
an architectural composition, complicated with human 
figures, vases, scrolls, cornices, and brackets, cannot be 
well seen without close examination, and after a prolonged 
attention, which would be inconvenient to the wearer. 

But the fault which strikes us here is not visible in 
the Florentine artist's other works, particularly in the 
medallions, that he carved better than anyone else, and 
which were called enseigneSy because they were worn in 
the hat or in the hair. If the jeweller is guided by the 
principles which we consider correct, he will regard pro- 
gression as one of the most suitable styles of design for 
his work, and contrast, which is only the highest form of 
alternation, one of his greatest resources. Progression 
may be strongly marked or gently managed ; in the latter 
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case it is only a gradation. In order to augment the 
importance of the central ornament in the jewel, the eye 
is led up to it by an increasing and decreasing pro- 
gression, which makes us better reaUse its proportions, by 
indicating, so to speak, the succession of efforts by which 
nature has arrived at the production of such a beautiful 
diamond, pearl, ruby, or emerdld, which seems the limit 
of her generative powers. By thus following the steps 
that form this succession of gradations, the eye will be 
more struck by the last dimension. Thus understood, 
progression is a mode of contrast, but a contrast subdued 
and graduated. To give it the strongest expression, the 
contrast must be striking and abrupt, and in a jewel this 
can only be obtained by the juxtaposition of colour, and 
the opposition produced by the smooth gold, silver, and 
steel, and the portions of the jewel which are chased, 
engraved, fretted, or inlaid. 

But whichever system is adopted by the designer of 
the jewel, a certain order and rhythm are necessary. 
Nature is irregular in her greatest works, but always 
symmetrical in her smaller ones ; the goldsmith-jeweller 
should follow her example in his crowns, his necklets, 
his stomachers, his neck-pendants and lockets, his ear- 
rings, his brooches, his clasps, his rings. And dpropos 
of symmetry, we would remark that several of these 
articles of jewellery are especially suitable for a particular 
style of symmetry — ^radiation. The small field or garden 
flowers, the daisy, the corn-flower, the camomile, the 
marigold, the feverfew, the colt's-foot, offer finely radiat- 
ing corollas, their forms and delicate symmetry being 
perfectly appropriate to certain ornaments. A star of 

B 2 
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diamonds or of precious stones is most suitable for the 
centre of a diadem. The radiating style, which the Elgyp- 
tians used so successfally in their winged scarabaei as well 




JEWELS BADIATINO OE FAN-SHAPED. 

as in the cornices of their porticoes, is well adapted to 
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ear-rings, because the quiet regularity of a jewel designed 
in a disk form or fan shape contr^ts well with the form of 
the ear, which is naturally variable, fanciful, and uncertain. 




VAKIODa BTKDBCAK AND QRECO-ETRUBCAH JEVEU. 

The Etruscans also made the upper part of their ear- 
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rings either in circular or notched plates. The Grecian 
fibulae were usually round brooches, and the Athenian 
artists, who manufactured such fine jewels for the kings 
of the Cimmerian Bosphorus, and for the rich inhabitants 
of the Hellenic colony of Theodosia, recalled the round- 
ness of the gem by the spherical form of its reliefs. For 
instance, they placed concentric rows of pearls or of 
small beads round the circular centre, formed by a ranun- 
culus surrounded by chrysanthemums. This style is now 
called consonance, and is a remembrance, an echo of 
original harmony. 

Here then we again find the repetition doubled, I 
mean the persistence in a regular return to the primitive 
shape of the object So true it is that similarity, or at 
least analogy of details is essential in all ornamentation, 
and particularly in jewels, otherwise their diminutiveness 
would render them unintelligible. 

XVIII. 

THE DECLINE OF BTMBOUSM HAS CAUSED THE DISAPPEARANCE OF A FART 
OF THE CHARM OF JEWELLERT, BY QIVING INCREASING IMPORTANCE: 
TO THE IMITATION OF REAL OBJECTS. 

In the earliest ages, jewels were emblems. The gems 
worn by men and women bore the impression of pro- 
found sentiment, or contained some allusion to a reli- 
gious idea. The soul was never entirely lost sight of 
even in the most frivolous and luxurious articles, and 
everything that added to the charm of an ornament was 
a delight to the mind. Thus m far distant times, imita- 
tion was always interpretive and conventional, because it 
was subordinate to the expression of an idea. The 
breastplate worn by the Egyptian high priest, and often 
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found on mummies, represented a temple, a wsos^ but 
this temple was signified by a fictitious symbol. The 
animals — which the Egyptians imitated with much naive 
and strikinff truth, even when they composed them of 
heterogeneous parts, giving the head of an eagle to a 
griffin, or wings to vipers — were amongst this people 
not so much real representations as modes of writing, 
thoughts made evident. The uraeus, the vulture, the 
hawk, the jackal, the lion, the cat, the human-headed 
bird, were so many symbols, signs, or omens. When 
we see two sphinxes facing one another, guarding the 
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royal cartouche on the crown of the Queen Aah Hotep, 
mother of Amasis ; when we find two hawks soaring, 
emblems of the sun, on a breastplate, we can easily 
understand that in these cases the representations had 
a solemn and mystic character. What would become 
of the symbolism of a necklace of anserated crosses, 
alternating with the eye of Horus, if the eyes were 
exactly copied from nature, instead of being in some 
degree deified by the algebra of design and the con- 
ventions of colour? This, however, did not interfere 
with the delicacy of the setting, nor with the value of 
the carving and chasing of the breastplates, and the 
elytra of the scarabaBUS in lapis or green jasper, nor with 
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the finished workmanship of the wings, incrusted with 
precious stones or coloured glass surrounded by golden 
divisions. But, we must repeat it once more, the imitation 
retained an hieratic and tacitly conventional appearance. 

More attached to truth and more &ithiul to nature, the 
Greeks, and after them the Romans, employed a plastic 
symbolism and emblems devoid of mystery and easily 
understood. Their attributes were not arbitrary ; even 
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their monsters, centaurs, and satyrs seem to have a 
possible existence. The only violence offered to human 
nature was used to render it perfect From that time all 
ornaments, from the greatest to the smallest, from archi- 
tecture to jewelleiy, were characterised by a closer and 
more decided imitation of the real. And, in truth, it is 
natural that visible forms should be more faithiully 
rendered than those which are purely imaginary. 
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At the Byzantine epoch, Christian superstition revived 
the use of amulets. A mysterious significance was 
attached to rings and to certain jewels, which were 
unobtrusive, and therefore easily hidden in times of per- 
secution. Inteipretation resumed its empire, and imita- 
tion became more conventional. Symbolism took refuge 
in heraldry, which lends a language to enamels, that is, 
to colours, and in which every figure is an emblem. But 
at the Renaissance symbolism was depreciated ; it de- 
clined ; degenerated until it gradually became altogether 
disused. In our time it has lost its dignity, and, ex- 
cepting in archaeological researches, it has neither attrac- 
tion nor interest. For this reason our jewels, being 
simply imitative, are only rendered pleasing by the 
optical beauty of the metals and gems, by the elegance 
of their outlines, and by the delicacy and perfection of 
the workmanship in their mounting. 

Excepting a few emblems of inconstancy or of love, 
which amuse us, jewellery now only displays forms bor- 
rowed from geometry, architecture, or the vegetable 
kingdom, or firom playthings, but, at any rate, we no 
longer seek, as in the Renaissance, to introduce into a 
jewel the entire human figure. 

XIX. 

THE REPRESENTATION OF THE HUMAN BODY, SCULPTURED IN RELIEF, HOW- 
EVER SLIQHT IT MAY BE, IS UNSUITABLE IN A JEWEL WHICH IS TO BE WORN. 

When carved in relief on onyx, or in intaglio on 
cornelian, the human figure is only one ornament super- 
imposed and fastened on another, firom which it is in- 
separable. The jewel is then enhanced by a fine stone. 
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which becomes a cameo or an intaglio. But when the 
figure is represented, either as a caryatid in an architec- 
tural design, or as engaged in an action requiring decided 
movement, it completely disfigures the jewel, because it 
is lowered from its natural rank ; for the human body is 
too rich in form, has too much beauty and importance, 
and is too high in the scale of creation to play an acces- 
sory part amongst images dra^vTi from the vegetable 
world, or from geometry. When Benvenuto Cellini, in 
modelling the pendant which is preserved in the BibKo- 
th^que Nationale, and is otherwise so precious, carved 
upon it the figure of Apollo on the keystone of an arch, 
and two of the muses on the pediments, accompanied by 
griffins and chimeras, he mad' a work of art, L not a 
jewel. An ornament in this style is, by its very beauty, 
condemned to be useless. A woman who possessed it 
might show it to others to admire, but she could not 
wear it. How could she exhibit on her breast, or suspend 
in her ears or on her neck miniature statues, the perfection 
of whose beauty would attract all admiration from the 
person they adorned? It must be remembered that utiUty 
belongs to the industrial kingdom, and that beauty is the 
prerogative of the artistic world. Every object destined 
for use can be embeUished, but cannot be intrinsically 
beautiftil, for if its chief characteristic is beauty, it is no 
longer suitable for use. Only a savage would put salt 
into Ben venuto's famous salt-cellar, or use a Panathenian 
amphora in offering wine to his guests. 

The designer of jewellery shotild think much less of 
displaying his talents than of enhancing the beauty of his 
work, in order to render the woman who is to wear it 
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more attractive. The Greeks with their delicacy of 
perception understood or divined this; they have not 
canred human figuree in relief on their jewels. Their 
bracelets, necklaces, diadems, fibulae, and pins are only 
ornamented with portions of the human body, a man 
or woman's head, a bust in armour, a hand holding an 
apple, a mask of Medusa or of Bacchus, with bull's 
ears or dishevelled hair, represented by spiral gold 
threads. It is quite exceptional, when the Etruscans 
suspended imperceptible figures of children, in relief, to 
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their earrings. Animals even are only represented in 
antique jewellery by their muzzles — at least, as far as 
quadrupeds are concerned. Amongst other animals, 
reptiles, birds, and insects, such as the bee, the grass- 
hopper, the scarabseus, and the butterfly, are represented 
entire. A serpent curves himself to form a bracelet, 
rjusing his head or biting his tfdl. A lizard glides on 
the cover of a fibula. Sometimes a cock, a dove, or a 
swan in white enamel is suspended to Greco-Etruscan 
ear-rings. But the complete human figure, in full relief^ 
would be as rarely found in antique jewellery as it ia 
inappropriate in modem. 
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Ot ALU THE OEBODRCEB AT THB JEWELLEB'S COMltAIID ENAMELLINa 
REqniRBB TBB UOBT ASTIgTIC TBEATUENT. 

What choice of models remains then to the jeweller, 
when the human figure and the representation of animals 
are prohibited ? He has the vegetable world, radiating 
bodies like the stars, architectural ornaments and artificial 




objects, such as the innumerable instruments invented 
by man in the exercise of the arts and industrial pursuits, 
music, agriculture, war, the chase, navigation, gold and 
silver work, liturgical ornaments, which have a mental 
significance, and generally the old heraldic figures. 

By the mixture of these resources, the details may be 
infinitely varied, and made chzinning, on the understanding 
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that the workman does not attempt to imitate that which 
is inimitable. For instance, for the last twenty years 
jewellers have delighted in the fabrication of bouquets 
in precious stones, — the leaves in emeralds, the fruit 
in rubies, and the flowers in brilliants, with sapphire 
centres. Some of them have even endeavoured to imi- 
tate birds' feathera. They succeeded in moulding sheets 
of metal, that is, in rendering them convex and concave, 
working them until they had something of a feather's 




flexibility ; with fine strokes of a saw, they detail the 
down and the quills, and then studding them with 
diamonds and other precious stones, they form brooches, 
ornaments for the hair, or aigrettes. But these efforts of 
skill are contrary to good taste and sentiment He who 
attempts to imitate in hard brilliant substances, the soft 
down and airy lightness of a marabout feather, resembles 
the virtuoso who tries to play flute-like music upon a 
serpent. We should not try to do badly in one art any- 
thing that can be perfectly well done in another. How 
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many resources are employed by French jewellers, who 
are acknowledged to be the most skilful in the world ! 
With what dexterity they fasten the gems in the mounting 
called illusion, on almost invisible pms, gems which appear 
suspended without support, hke drops of rain traversing 
the air I How gracefully they redeem the too great free- 
dom of a curve, by some angular lines, tying a ribbon, 
weaving a wreath, twisting a cable bracelet, shaping it 
ironically like a fetter, or givmg it the form of an enve- 
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nomed asp I How successfully they enamel formidable 
looking chains, load with gems or pearls a slave's collar, 
and attach miniature oats to a pair of earrings, which 
shine with every movement ! With what precision they 
reproduce in the pierced or open parts of their work, the 
caprices of the locksmith's work, the foliage of Moorish 
art, the tracings of Persian enamels ! And what fertility 
of imagination in renovating old models, or inventing new- 
ones ! A pair of ear-rings is made of enamelled violets, 
and enhance wonderfully the beauty of golden hair ; 
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another pair will repreeent cherries, looking as though they 
had fallen from the tree from which the naive Rousseau 
had thrown them. Here, a peacock in a niche spreads his 




emerald tail ; there a pearl occupies the shell of Venus ; 
or brilliants and sapphires unite in the wings of a dragon- 
fly about to settle on a lovely head ; or sometimes the 
artist is inspired by a piece of lace. The tenuity of the 
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wires and the clearness of the edges obtained by means 
of carefully burnishing the sides of the open spaces, enable 
a jeweller to arrange necklaces in brilliants imitating 
Venetian guipure and point d'Alengon, so that a woman 
can wear a lace necklace, with its rSseaUj its brides^ its 
jours^ its footing and its pearl edge sparkling in diamonds. 

Occasionally, French jewellers allow themselves to be 
misled by the fever of emulation, or the desire of exciting 
astonishment In our exhibitions electric jewels of start- 
ling novelty have been displayed. A Voltaic battery, 
small enough to be carried in the pocket, gave movement 
to a number of miniature objects arranged for the hair, 
as brooches or pins : a rabbit played a drum ; a silver 
head, with ruby eyes and enamelled lips, made horrible 
grimaces ; a convulsed butterfly and a bird flapping its 
wings were also represented, with numerous other fanciful 
toys, no doubt manufactured for exportation, and well 
calculated to delight savages. 

But, with the exception of these whimsicalities, which 
are better forgotten, French jewellers excel in execu- 
tion : they can modify the character of their work and 
vary its style with marvellous skill, either by contrasting 
burnished surfaces with dull ones, close with open 
work, plain with chased or granulated surfaces — ^like 
jewels in filigree work, — or by the mixture of red gold 
with silver or platina, or by the pleasing contrast of 
green gold with rubies or of gold in natural colour with 
sapphires. What a charming invention is this restoration 
to natural colour 1 By plunging an article made of gold 
into a solution of certain acids, all the alloy on the sur- 
face disappears, and the pure gold colour is thus restored. 
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Thus changed by a corrosive process which can only be 
detected by the use of a magnifying-glass, gold takes a 
dullish appearance, which can be removed by a brass 
wire brush, or left to serve as a background for brilliant 
substances. Gold in colour should not be confused with 
coloured gold : the former is simply gold purified on its 
surface from all alloy. 

We now reach enamelling, which is sometimes of great 
importance in jewellery. 

Enamel is a crystal (a vitreous paste). When used in 
art or industrial work, it is coloured by being combined 
with metallic oxides. It is thus composed of two sub- 
stances: a vitreous, colourless and fusible substance, 
called flux, and the metallic oxide with which the flux is 
mixed in the fire, and which gives it a brilliant colour ; 
generally the oxides leave the crystal its transparency, 
but oxide of tin has the property of making the enamel 
opaque and white. The word enamel presupposes the 
action of fire. M. Jules Labarte* says that "a jewel is 
not said to be enamelled because it is ornamented with 
pieces of coloured glass set in a bezel without the aid 
of heat or cemented to the jewel ; but it is the fusion of 
enamel in interstices previously prepared on a piece of 
metal that constitutes enamelling." The colours produced 
by the oxides upon enamel, form the richest palette 
imaginable. " Where else can we find so rich a harvest 
of colour % " says an enamel painter, M. Claudius Popelin 
— " white as snow, or softly dull like ivory, the lustrous 
mourning of the raven's wing, or the fuliginous black of 
ebony, pearl greys, slate-coloured ashy tints, fresh lilac 

* Histoire des Arts Industrieky v. 1, p. 18. Orf^vrhie. 

a 



268 ART IN ORNAMENT AND DRESS. 

and flax, deep violets, brilliant ultra-marines, sombre 
indigo, azure, beryl, emerald and malachite, the warm 
olive of 8un-lighted bronze, the chromatic scale of dead- 
leaf tints, amber and citron^ the splendid golden hues, the 
bmning flame of orange and the ruddy glow of copper, 
the vivid cochineal scarlets, the soft amaranth, lustrous 
orange reds, flashes of vivid carbuncle ! What accumu- 
lated resources ! What materials in the hands of a person 
eager to revive an art equally charming and powerful ! " * 
Since so many works have been introduced to us from 
the far East, which are rendered marvellous by the 
various styles of enamel employed in them, French 
jewellery has been much influenced by these models, 
and has derived a series of ornaments from them which 
truly belong to art and are enhanced by painting. 

The enamels used m jewellery are cloisonn6, champ- 
lev^, translucid on chasing in relief, and painted. The 
words cloisonne and champlev^, explain themselves. 
Glaisonner^ consists in putting different enamels which 
require careftil separation into distinct divisions. The 
dividing bands resemble metal ribbons soldered perpen- 
dicularly on to a metal plate; following the tracings of 
the design, they become its outlines, so that the pencil 
lines drawn by the designer on paper are replaced on 
the enamelled plate by a copper thread. 

Ghamplever^ means to excavate the foundation. In 
champlev^ enamel, instead of placing deKcate metal bands 
on the plate to define the pattern, the workman hollows, 
with a flat graver, the places destined to receive the 
enamel, reserving (epargnant) in the plate itself the out- 

* r Email des P&intres, by Claudius Popelin. Paris, A. L6vy, 1866. 
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lines of the design. For this reason champlevd enamels 
are sometimes called taille dPepargne enamels. 

These two methods only produce flat paintings, for- 
merly known as paintings without modeUing. If an artist 
wishes to paint on a metal plate in the same way as he 
would paint on any other substance, giving to each object 
its shadow, its half tints and its lights, a coating of opaque 
white enamel (dial-plate enamel) is first spread over the 
plate, and on this coating the coloured enamels used in 
the picture are laid with a hair brush in the same way as 
m painting on veUum or ivory, leaving the whites in the 
background. This style of enamel is usually called 
Geneva enamel, probably in order to distinguish it from 
Limoges enamel, which we will now describe. 

If the sur&ce of the painting is to be entirely covered 
with thick colour, a layer of deep violet, lapis blue or black, 
is spread over the surface of the metal. The design is 
carefully traced upon it, and the figures are painted in 
grisaille with white enamel This white laid on thickly 
forms the prominent lights, thinner it forms the half lights, 
and still more lightly laid on the shadows are formed by 
a gradual merging into the darkness of the background. 
When the figures are successfully traced in grisaille the 
most difficult and essential part of the work is done, for if 
a painting of this kind is well executed, the striking effects 
obtained by Polidoro and Andrea del Sarto on a large 
scale in their camaieu wall decorations can be reproduced. 

If the grisaille is to be coloured, transparent enamels are 
laid on through which are seen the details of the design, 
while they cover it with rich tints. Finally, to enhance the 
effect of particular ornaments, to imitate gold or silver dra- 

82 
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penes, damascened arms, precious stones, the jewels worn 
by the persons represented, fanciful foliage, flames and other 
brilliant objects, spangles oipatllons are used, that is, light 
leaves of metal are placed under the coloured enamels, giving 
them an incomparable richnes& This style of painting, in 
which the metal is entirely concealed under the enamel, is 
called painter's enamel, or more generally Limoges enamel, 
for this town has given its name to painted enamel in the 
same way that Damascus did to the art of damascening. 

Finally there is a kind of enamel which unites painting 
and sculpture, pittura inescoldta con la scultura^ Vasari 
calls it. A low relief is carved on a metal plate and a 
transparent enamel is poured upon it, the shades being 
darker or paler according to the depth of the hollows — 
just as water always looks darker where the bed is deep — 
and thus there are differences of tone in the same shade 
of enamel. The miniature is thus rendered more delicate, 
and more nicely modelled, than when it is painted on a 
flat surface, because the lights and shades instead of 
being picked out with the brush are farmed by the bas- 
relief, distmctly visible through the transparent enamel. 

Such are the ingenious and delicate processes invented 
by the refinements of taste, and used in jewellery to em- 
bellish woman's charms. Cloisonne enamel unites richness 
of ornament with sharpness of outline. The gold twists 
in tortuous windings to encircle fanciful pictures, flowers 
that bloom only in the garden of the imagination, chimeras, 
dragons, monstrous reptiles, stags covered with scales, and 
other fabulous animals, which are so often employed to 
decorate ceramic art in the East, as though Persia, China, 
and Japan had also their Apocalypse. 
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With painted enamels, jewels regain a portion of the 
clianns which they had lost, because in this style of 
painting the artist escapes from the servile imitation of 
natural objects — an imitation far removed from poetic art. 
In painting on enamel, the artist is freer from prose and 
realism than in any other branch of his profession. The 
vitrified colours are sufficiently vivid to enable him to 
depict imaginary subjects, romantic adventures ; to return 
to the barbarous ages and draw from their mysterious 
histories, scenes, which produce a piquant effect on an 
enamelled medaUion, or a watch-case transformed into a 
jewel. I remember seeing a medallion with a picture of 
the " Knight of Death " painted upon it. He was repre- 
sented armed cap-i-pie, lance in hand, precipitating him- 
self into a deep blue abyss, decorated with golden stars. 
It was a grand subject in miniature, and the style was far 
preferable, even for a woman's adornment, to the insipid 
pastorals so often represented upon jewellers' enamels. 
Amongst those of the Renaissance preserved in the 
Louvre there are- some with representations of wrecks, 
tossed on the white waves of a sombre sea, or tiny com- 
bats, where the conflict is at once brilliant and obscure. 

With regard to the enamels called translucid on relief, 
they show us fine chasing through a glazing of coloured 
crystal ; the miniature details of cold sculpture are thus 
enhanced by the brilliancy of prismatic colours.* 

* In writing these chapters upon jewellery, we have consulted, as we 
always do, men in the profession. We take this opportunity of acknow- 
ledging our obligations to M. Meyerheine, jun., jeweller, M. Meyerheine, 
sen., formerly head of the enamel department at Sevres, M. Falize, M. 
Leblanc-Granger (for the imitation of gems), and to MM. Rouvenat and 
Lourdel, to whom some of the designs reproduced in this chapter belong. 
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THE THEORT OF COLOUBS 18 A GREAT ASSISTANCE TO JEWELLERS IN ALL 
THAT CONCERNS TRANSPARENT ENAMELS — IN THEIR APPLICATION ON 
GOLD, SILVER, OR PLATINA — AND IN MOUNTING PRECIOUS STONES 
WITH ENAMELS. 

The law of complementary colours, which does so 
much credit to modem science, is known to all jewellers 
either by tradition or intuition. But this law cannot 
be applied to jewellery (properly so called), that is to 
the reciprocal action of the colours of precious stones. 
It is only observed in the union of transparent enamels 
with metals or in that of precious stones with gold and 
enamel 

A ruby, for instance, is already sufficiently brilliant ; it 
would be useless to enhance its colour by the juxtaposi- 
tion of an emerald. The union would produce a hard 
contrast painful to the eye, spoiling instead of improving 
the harmony. Colours that are striking, without being 
complementary, such as turquoise and ruby, turquoise 
and garnet, turquoise and coral, fatally impair each 
other's beauty. So placed, the turquoise becomes green, 
the ruby scarlet, the garnet black, and the coral yellowish. 
Precious stones always look well arranged with diamonds, 
and nearly always with pearls, because the diamond, with 
a few exceptions, is only used in jewellery when it is 
colourless, and the pearl, from its silver shade, and in 
spite of its opaline reflections, may be considered as almost 
void of colour. However well all gems and precious 
stones sort with diamonds, their mixture with pearls is 
not always so successful ; sapphires, emeralds, amethysts, 
and topaz look well with them, but the ruby, by its 
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brilliant red, is too decided in tint to be placed by the 
side of pearls. But rubies are charming when mingled 
with opals, because the one's vivid crimson finds an echo 
in the rosy flame of the other. But even in this case the 
transition should be softened by alternate diamonds. 

Now let us speak of the effect of colour in enamels. 
Applied on gold, platina, or pure silver, the transparent 
enamel is optically influenced by its foundation, and the 
colour is considerably modified. If the enamel is green, 
it is only successful on fine gold ; it would be crude on 
silver, and cold or impaired on the other shades of 
gold or on platina. If it is red, fine gold renders it 
warmer and more pleasing. On silver it would be 
harsh, and on platina it would acquire a brownish tinge. 
The red gold, which contains more copper alloy than 
any other gold, and which therefore is capable of oxida- 
tion, might tarnish red enamel. Silver and platina are 
the best metals for preserving the purity of blue and 
violet enamels, and white gold, that is gold of legal 
weight, gives to violet enamel the velvety effect of the 
pansy. Yellow enamel approaches orange on fine gold, 
and still more on red gold. Pink enamel retains its 
purity on silver, but becomes flesh colour on sterling 
gold. Finally, red gold gives to brown enamel the tone 
of Florentine bronze. 

These variations result firom the contrast or the analogy 
of colours. Science foretold them, experience confirms 
her prediction. But the theory is equally applicable in 
the harmonies of colour, intensified or softened, which 
are produced by the use of precious stones with enamel 
and with gold. 
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A clever jeweller has taken the trouble to examine 
these harmonies and has published a treatise on the 
subject,* in which he indicates the different effects pro- 
duced by the juxtaposition of gems, enamel, and gold. 
Gold in colour lends a greenish hue to the topaz, but it 
deepens the shade of the emerald and the blue of the 
sapphire, and gives a clearer azure tinge to the Eastern 
pearl. In pursuance of the infallible laws of comple- 
mentary colours, red enamel enhances the beauty of the 
emerald, and by the side of green enamel the ruby 
appears of a richer crimson and the garnet a more vivid 
red. Violet enamel heightens the tone of the topaz, 
which by the side of blue enamel takes a pretty orange 
tint Green enamel increases the red lights which con- 
stitute the beauty of the opal. A setting of green gpld 
reflects a charming rosy shade over pearls. 

It is scarcely necessary to add that black and white 
acting as oppositions or as achromatics, can be introduced 
when necessary, but always in fine lines, either to refresh 
the eye and soften the violence of contrasts, or to give 
the work the piquant relief that a grain of pepper adds 
to food. 



IN THEIB BELATIONB TO SENTIMENT AND BEAUTY, JEWELS AltE SUBJECT 

TO iESTHETIG AND MORAL PBOPBIETIES. 

The races matured by civilization, whose tastes are 
raised and purified, limit more and more the use of jewels 
on the person, at least for men. The sex who wore 
them formerly, have now given them up. Our ancestors, 

• Traiti spScial d la Bijautetie, by L. Moreau, designet of jewellery. 
Paris, 1863. 



i 
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the Celts, coming from the heart of Asia, brought with 
them several customs, which by their effeminacy jarred 
with the hardiness of the race, which had continued or 
become barbarous. Their chiefs still wore, like the 
Median and Persian generals, golden collars formed of 
spirally twisted threads, and called torques. They had 
also bracelets of distinctly Asiatic origin, and it was, 
perhaps, the Gauls of Brennus who imported into Etruria 
the use of these jewels, which in ancient Greece were 
reserved for women. 

In Egypt, in the time of the Pharaohs, men's necklets 
were rewards given for brilliant actions, distinctions 
answering to the modern orders of knighthood; later, 
amongst the Romans, heads of Medusa, called pJialercB^ 
were worn on the breast as honourable ornaments, of 
which the nature and significance have been clearly 
defined by M. de Longp^rier, one of the ablest French 
antiquaries. When the Grecian cities awarded to their 
greatest citizens golden crowns imitating laurel or oak 
leaves, they seemed to indicate that in man only the 
head, the throne of intelligence, should be decorated. 

In proportion to their elevation above savages men 
disdain jewels, leaving them for women. They only 
retain those worn as remembrances, emblems of attach- 
ment and fidelity, jewelled and wedding rings, lockets, 
trinkets, or rich scarf pins, which excuse their beauty by 
their utility. In Brazil medical students, from the time 
they become doctors, wear an emerald on the finger as 
a sign of their diploma, and in the same way the French 
bishops wear an amethyst as a symbol of their dignity. 

In some parts of America infants are decorated with 
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diamonds, suspended round their throats, like the golden 
or copper balls worn by the Roman children. In 
Europe, in France at least, brilliants are not allowed to 
be worn by young girls, whose youth is considered a 
sufficient ornament. They are scarcely permitted to 
wear pearls and turquoises, the emblems of poetry and 
purity. Diamonds are not worn until after marriage. A 
bride «ho»ld never remove her wedding-ring, nor lay 
aside even at night her ear-rings, called on that account 
dormeuses. A widow can only wear mourning jewels, 
in jet, black enamel, or black onyx ; by the use of sad- 
coloured jewels, she certainly appears more disconsolate 
than she would by the absence of all ornaments : 

Le deail enfin eert de partire 
En attendant d'autres atours. 

La Fontaine. 

The general opinion amongst women is that rubies and 
coral are equally becoming to brunettes ; while sapphires 
and turquoises are more suitable to blondes. But I fancy 
that Rubens and Correggio, who robed their blondes in 
golden draperies, would willingly have added necklaces in 
topaz or yellow amber, remembering that beauty may be 
treated, like a sentimental malady, as well by simili- 
tude as by contrast. However, modem genius in its 
irresistible tendency towards equality, mocks at precious 
stones, by imitating them; it fetbricates counterfeit 
emeralds, white and black pearls, so success&Uy, that 
only a jeweller can distinguish the deception. Aided by 
chemistry, which each day penetrates further into Nature's 
secrets, it imitates diamonds and, becoming" more and 
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inore skilful, it creates fictitious gems, which rival real 
ones. By means of thin leaves of beaten metal called 
tinsel, which are placed under coloured enamels to 
enhance their brilliancy, it heightens the colouring of 
false rubies and sapphires. By the aid of lining and 
gilding, ornaments are fabricated which display the gold, 
where it is necessary for it to be seen on the surface. In 
this way it supplies by a deception persons of moderate 
means with the luxuries of the rich. With or without 
jewels, charming women will never cease to charm ; but it 
would be ungrateful towards Nature, which has produced 
diamonds and precious stones, towards science, which 
teaches us ta imitate them, and towards those who so 
skilfully cut, polish, set and mount them, to regard with 
philosophical disdain these treasures of concentrated light 
and colour with which human beauty can adorn itself. 

XXL 

FAR FROM BEING A FRIYOLOUS SUBJECT, DRES9 Am) ORNAMENTS ARE 
FOR THE PHILOSOPHER AN INDICATION OF MORALS AND A SIGN OF 
THE REIGNING IDEAS OF THE PERIOD. 

The traveller who arrives in a country and who has not 
had time to learn the manners and ideas of the people 
whom he is visiting, may at once know or divine something 
of both from their architecture and from their costume. 
When, for instance, he sees, beneath the burning sun of 
Egypt, the Arab women carefully covering their faces, 
hiding their hair, and endeavouring to conceal their 
individuality, he at once comprehends that the prepon- 
derance of men and their suspicious dispositions have con- 
demned women to an indoor life, and that the tyranny 
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which compels them to be always veiled, is the same that 
imprisons them in houses with no outside windows, and 




rAamoM ddrinq the retoldtioh. 



where the rare apertures are obstructed by impenetrable 
lattices. 

No doubt the climate, the soil, and the materials 
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furnished by Nature to the builder for his edifices and to 
industrial art for its textures are so many caoses of 
variety which should be borne in mind by the traveller. 




FASHION DUKDia THS FIRST UtPIBB AND THE KBSTORATIOK. 

It is none the less true that the CTirrent of ideas, the 
religious opinions, the domestic feelings, are revealed by 
the style of the apparel as clearly as by the character of 
the buildings. In Italian, costuma Kgnifiea customs or 
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manners, and in French even, the language of art, to ob- 
serve costume is faithfully to recall the manners, customs, 
furniture and buildings as well as the dress of a nation. 

In France, where fashion, which so many other nations 
follow, is originated, dress in its continual variations in- 
dicates less the general spirit of the French and their 
national character than the spirit of a certain epoch and 
even of a certain hour. During the Revolution, the 
fashions had an air of pride and agitation. The large 
handkerchiefs crossed on the chest were carelessly tied at 
the back. The bonnet had wide brims, bent by ribbons 
or confined by a kerchief, or ornamented with drooping 
feathers. The bodices were faced, like the waistcoats of 
the members of the Convention, like the boots worn by the 
men of fashion. Cloth, nankeen, silks, satins and muslins 
were varied with stripes or checks ; the balantines clung 
about the knees of the women of fashion ; dogs' ears flapped 
against the cheeks of the dandies, and the trinkets of their 
two watches jingled on their trousers. Later, during the 
First Empire, the costumes became inconvenient, cold and 
unpleasing; a false majesty was affected. The head- 
dress was an awkward copy of the antique ; ruffs were re- 
erected; the short-waisted figures resembled a sheath. 
The starched figures, stiff lines, formal manners resulting 
from the shape of the clothes, were a faithful image of 
the moral stagnation engendered by despotism. 

Then followed a reaction against the Voltairean philo- 
sophy and the French Revolution. Women's dress then 
indicated a return to chivalry and devotion, real or 
feigned. The bonnets were heart-shaped in front in 
remembrance of Mary Stuart, or rolled like a turban 
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they recalled the Crusadee, or they were made in imita- 
tion of the head of an open carriage, hiding the charms 
of the fece underneath from the eyes of the passers by. 




THE BEBTOBATIOH. 



But soon the triumph of the middle-claBBes modi- 
fied female costume. The dress and the head-dress in- 
creased in width. Waving bows or short curls were 
worn on the temples; the shoulders were enlfu-ged 
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by leg-of-mutton sleeves, and since the scanly dreas of 
the Restoration would have been ridiculous with so 




VABBION DUBUrO THE BBIQH Off LOUIB-FHILIPPE. 



great a development of the shoulders and bead-dress, the 
hoops and puffed skirts were revived. Thus attired, 
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women seemed designed for a sedentary and domestic life, 
because nothing in their dress indicated movement, or 
appeared favom'able to it 




All was reversed under the Second Empire : family ties 
were relaxed, and a growing luxury so corrupted manners 
that an honest woman could no longer be recognised by 
her style of dress. The female toilet was transformed 
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from head to foot, bows and ringlets disappeared, the 
chaste smooth braids, in which Raphael framed the fore- 
heads of his Madonnas, began to wave and to be thrown 
back after the fashion of antique hair-dressing. At last 
the hair was worn quite upright, and the only ringlets 
and curls retained were worn on the forehead and the 
nape of the neck. The hoops were thrown backwards, 
and resulted in an exaggerated curve at the back. Every- 
thing that could prevent a woman remaining seated was 
developed, and everything that could impede her walk 
was discarded. They dressed their hair and themselves 
as though they were always to be seen in profile — now 
the profile is the outline of a person who is not looking 
at us, who passes and would avoid us. The toilet became 
an image of the rapid movement which bears the world 
onwards, and which threatens to carry away even the 
guardians of our homes. They are to be seen at this 
day sometimes clothed and closely-buttoned like boys, 
sometimes adorned with braid like soldiers, walking on 
high heels which throw them forwards, hastening their 
steps, cleaving the air, and hurrying their life as though 
to swallow up space, which in turn swallows up them. 



THE END. 
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CBmCAL AND MISCELLANEOUS ESSATS. With Portrait, 6 rols., each 9«. 

ON HEBOES, HEBO WOBSHIP, AND THE HEBOIC IN HISTOBY. 7f . Qd. 

PAST AND PBESENT. 9s, 

OLIYEB CBOMWELL'S LETTEBS AND SPEECHES. With Portraits, 5 toU. 
eaohSf. 

LATTEB-DAT PAMPHLETS. 9a. 

LIFE OF JOHN STEBUNG. With Portrait, 9a. 

HISTOBY OF FBEDEBICK THE SECOND. 10 toIb., caeh 9$. 

TBANSLATIONS FBOM THE GEBMAN. 3 toIs., each 9«. 

GENEBAL INDEX TO THE UBBABY EDITION. 8to, cloth, Ca. 

MB. OABLYLE'S NEW WOBK. 

EASLT KINGS OF NORWAY ; sIbo AN ESSAY ON THE FOR. 
TRAITS OF JOHN KNOX. Crown 8to, with Portrait BluatrationB. 7«. 6d. 
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CHEAP AND UNIFORM EDITION. 



In 23 VoU., erotffn Svo, cloth. 



THE FRBNH REVOLUTION: A HiB- 
tory. 2 vols., 12«. 

OLTVBB GBOMWEUi'8 LBTTEBS AND 
SPEBOHES, with Elucidations, &c. 3 
yoIb., 18«. 

LIVES OF 80HILLEB AND JOflN 
STEBUNQ. lyol.,6«. 

CBinOAL AND MISCELLANEOUS 
ESSAYS. 4 vols., 12.41. 

SABTOB BESABTUS AND LECTURES 
ONHEBOBS. lvol.,6«. 

LATTEBrDAY PAMPHLETS, 1 vol., 6i, 



CHABTISM AND PAST AND PBESBNT. 

1 vol., ei. 

TRANSLATIONS FBOM THE GERMAN 
OF MUSiBUS, TIBCK, & RIOHTER, 
1 vol.. Of. 



WILHELM MEI8TBR, by G5the, a Trans- 
lation. 2 vols., 12«. 



HISTORYOFFRIBDRICHTHE SECOND 
called Frederick the Great. Vols. I. & 
n., containing Part I.—'* Friedrich till 
his Accession." 14«.— Vols. m. A IV., 
containing Part n.— "The First Twt> 
SUesian Wars." 14».— Vols, V., VI., 
Vn., completing the Work, II. U, 



PEOPLE'S EDITION. 

In 37 Vols*, ttnall erown 8vo. Price 2m. each Vol., bound in cloth/ or in eete cf 

87 volt, in 18, doth giU, fvt £8 14«. 



I^ABTOR BESABTUS. 

FRENCH REVOLUTION. 3 Vols. 

LIFE OF JOHN STERLING. 

OLIVER CROMWELL'S LETTERS 
AND SPEECHES. 6 Vols. 

ON HEROES AND HERO WOR- 
SHIP. 

PAST AND PRESENT. 



CRITICAL AND MISCELLANEOUS 

ESSAYS. 7 Vols. 

LATTER-DAY PAMPHLETS. 

LIFE OF SCHILLER. 

FREDEBICE THE GREAT. 10 Yoli . 

WILHELM MEISTER. 3 Vols. 

TRANSLATIONS FROM MUS^US, 
TIEOK, A RIOHTER. 2 Vols. 

GENERAL INDEX. 
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CHARLES DICKENS'S WORKS. 

ORIGINAL EDITIONS. In Demy 8vo. 

THE MYSTERY OF EDWIN DROOD. With niuBtrations by S. L. 
Fildes, and a Portrait engraTed by Baker. Cloth, 7<. 9d, 

OUR MUTUAL FRIEND. With Forty IllnBtrationB by Marcus Stone. 
Cloth, 12. 1«. 

THE PICKWICK PAPERS. With Forty-three Ulustrationa by Seymour 
and 'Phis.' Cloth, 1M«. 

NICHOLAS KICKLEBY. With Forty IlluBtmtiona by 'Phis.' Cloth, 
iz. i#. 

SKETCHES BY ' BOZ.' With Forty HloBtrations by Geoi^ Cruikshank. 
Cloth, II. 1«. 

MARTIN CHUZZLE WIT. With Forty Ulustrationa by ' Phiz.' Cloth, 
12. u. 

DOMBEY AND SON. With Forty Illustrations by 'Phiz.* Ooth, 1/. Is. 

DAVID COPPERFTELD. With Forty lUustrations by 'Phiz.' Cloth, 
12. l«. 

BLEAK HOUSE. With Forty Illustrations by 'Phiz.' Cloth, U. U, 

LITTLE DORRIT. With Forty lUustnOions by 'Phiz.' Cloth, IL Is. 

THE OLD CURIOSITY SHOP. With Seventy-five Illustrations by 
George Cattermole and H. K, Browne. A New Edition. Uniform with the other 
Yolnmes, 2U, 

BARNABY RUDGE : a Tale of the Riots of 'Eighty. With Seventy- 
eight niostrations by G. Cattermole and H. K. Browne. Uniform with the other 
YolomeB, 2l9, 

CHRISTMAS BOOKS : containing— The Christmas Carol ; The Cricket 
on the Hearth; The Chimes; The Battle of Life; The Hannted House. With all 
the original HlnstrationB. doth, 12t, 

OLIVER TWIST AND TALE OF TWO CITIES. In One Volume. 

Cloth, 21«. 

OLIVER TWIST. Separately. With Twenty-four Illustrations by 
George Cmikshank. 

A TALE OF TWO CITIES. Separately. With Sixteen Hlustratioxia 
by * Phia.' Cloth, 9*. 

\* The rtmaineUr of JHchensUWorka tMre not origmaUy printed in demy Svo. 
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0HABLE8 DICKBNB'S WOBKS-eontJmMd. 

LIBRARY EDITION. inPortSvo. 

Wtth th$ Original lUutirotum, 30 voh., doth, £12 £ 

Pickwick Fafebs With 43 Illu«tnu., 2to1b. 

Nicholas Nicklbbt With 39 „ 2 rols. 

ICABTDr Chuzzlbwit With 40 „ 2to18. 

Old Cusiosmr Shop and Bepbimtbd Piscbb With 36 „ 2 vols. 

Babnabt BuDOB ofM? Hasd Times With 36 „ 2yolB. 

Blbak Housb With 40 „ 2 toIm, 

LiTTLB BOBBIT With 40 „ 2to18. 

Dombbt Ain> Son With 38 „ 2 vols. 

Datid Coppbbfibld With 38 „ 2 toU. 

OuB Mutual Fbibnd With 40 „ 2 toU. 

SXBTCHBB BT Boz With 39 „ iTol. 

Oliybb Twist With24 „ 1 rol. 

Chbibthas Books With 17 ,» ItoI. 

A Talb OF Two Cities WithlO „ IvoL 

Gbbat Expectations With 8 „ 1 rol. 

PiOTUBBS PBOM Italt and Ambeican Notes With 8 „ 1 vol. 

Uncomicebcial Tbayelleb With 8 „ 1 t>1. 

Child's Histobt of England With 8 „ 1 rol. 

Edwin Dbood, AND Miscellanies With 12 „ ItoL 

Chbistmas Stobibs, from ** Household 

Words," etc Withl6 „ ItoI. 8 

THE "CHARLES DICKENS" EDITION. In Crown 8vo. 
In 21 vols, cloth, with Illustrations, £3 9s. M, 

Pickwick Fapbbs With 8 lUustratioiis .... 

Mabtin Chuzzlbwit With 8 „ .... 

Dombbt AND Son WithS „ .... 

Nicholas NiCKLBBT WithS „ ...• 

Datid Coppbbfibld With 8 „ . . . • 

Bleak House With 8 „ .... 

Little DoBBiT WithS „ .... 

Our Mutual Fbibnd WithS „ .... 

Babkabt BuDOE WithS ,, .... 

Old CuBiosiTT Shop WithS „ .... 

A Child's Histobt OF England With4 „ .... 

Edwin Dbood ofu; otheb Stobibs WithS „ .... 

Chbisticas Stobibb fboh "Household 

WoBDS" WithS „ ,... 

Tale OF Two Cities WithS „ .... 

Skbtohes BT Boz WithS „ .... 

AxEBiCAN Notes and Bepbinted Pibces . . With 8 „ . • • • 

Chbistmas Books WithS „ .... 

Oliteb Twist WithS „ .... 

Gbbat Expectations ....WithS „ •••• 

Habd Timeb and Pictubbs fbom Italy .. With 8 „ .... 

TJncommebcial Traveller With4 „ •••• 
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OHABLBS DIOKEKB'S WOBKS-contliMwZ. 

THE ILLUSTRATED LIBRARY EDITION. 

Complete in 90 Monthly Volumes, Ihmy 8vo, lOs. each, 

ThiB edition is printed on a finer paper and in a larger type, than has been 
employed in any preyions edition. The type has been cast especially for it, and the 
page is of a size to admit of the introduction of all the original illustrations. 

No such attractire issue has been made of the writings of Mr. IHckens, which, 
rarious as hare been the forms of publication adapted to the demands of an OTer- 
widely inereasing popularity, hare nerer yet been worthily presented in a really 
handsome library form. 

The collection comprises all the minor writings it was Mr. Dickens*B wish to 
preserre. 

SKETCHES BT BOZ. With 49 ninstraUons ^by Gaoiei CauncssAVX. 

PICKWICK, a Tols. mCb. 43 moslnitians by ** PKn." 

OUVEB TWIST. With 24 Blnstrations by Csuncssjurx. 

mCHOLAS NICKLBBT. S yoIs. With 40 Blnstiatlons by " Pus.** 

OLD CUBIOSTTY SHOP €md BEPBINTED PIECES. 2 vols. With lUnstra- 
tlons by CAfnaKOLi, &c. 

BABKABY BUDaB and HABD TIMBS. 2 vols. With Blnstrations by Caxxbx- 
xoLa, fte. 

MABTIN OHUZZLBWIT. 2toIs. With 40 Illustrations 1^ *' Pan.*' 

AHEHICAN NOTES and PICTUBBS FBOM ITALT. 1 toU With 8 mostra- 
tions. 

DOHBEY AND SON. 2 vols. With 40 Ulnstrations by " Phis." 

COPPEBFIELD. 2 vols. With 40 lUnstrations by " Phiz." 

BLEAK HOUSE. 2 vols. With 40 BluBtrations by *' Pnz." 

LITTLE DOBETT. 2 vols. With 40 lUnstrations by " Phiz." 

A TALE OF TWO CITIES. With 16 BlnstratlonB by «* Phiz." 

THE X7NC0MMEBCIAL TBAVELLEB. With 8 Blnstrations by Mabcitb Sitzm. 

GBEAT EXPECTATIONS. With 8 Blnstrations by Mabous Ssovb. 

OUB MUTUAL FBDSND. 2 vols. With 40 lUnstrations by Hascts Stovz. 

CHRISTMAS BOOKS. With 17 Blnstrations by Sir Eswor Lahssbu, iLA.» 
Maoubi, B.A., &0., Ao. 

HISTOBT OF ENGLAND. With 8 lUnstrations by Maboub Scoki. 

CHBI8TMAS STOBIES (From *' Household Words/' and ^AU the Te«tr 
Bound). With 14 lUnstrations. 

EDWm DBOOD AND OTHBB STOBIES. With 12 IU«Bt|«itip9S by 8. X<. 
' FiLDas. 
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OHABLBS DIOKSNS'B WOBKS~<on<iiitMi. 

HOUSEHOLD EDITION, in Grown 4to. volt. 

Ifow PxMithing. 

m WBSKLT PBNKY NUMBBR8 Ain) BJXPVJSnrZ MONTHLY PARTS. 

Each Penny Number will contain Two nioatrationg. 

IS VolwMM computed, 

OLIVEB TWIST, with 28 IIlnstrationB, cloth, 2«. ed. ; paper, U. 6d, 

MABTIN CHUZZLBWIT, with 69 Blustrationa, cloth, 4i. j paper, 3<. 

DAVID COPPEBPIELD, with 00 DlostrationB and a Portrait, cloth 4(. ; paper, 3<. 

BLBAK HOUSE, with 61 DlaBtrationB, doth, 4(.; paper, S«. 

LITTLE DOBBIT, with 68 Hliutrationa, doth, 4f . ; paper, 8«. 

PIOEnKTICH PAPBBS, with 66 HlustrationB, doth, 4«. ; paper, 3#. 

BABNABY BXJDOE, ?rith 4A DlustratlonB, cloth, 4«. ; paper, S«. 

A TALE OF TWO CITIES, with 26 Dliutrations, doth, 2«. fti ; paper,U.6(I. 

0T7B MITTITAL FBIBND, with 68 lUnetrations, doth, 4i. ; paper, 3s, 

NICHOLAS NIOKLBBY. With 69 lUoBtrationB by F. Bautabs, dotb, 4t, ; paper, 3<r. 

GBBAT EXPECTATIONS With 26 DlostraUonB by F. A. Fkjubib, sewed. Is. M. 
doth, 28, 6d, 

OLD CXTBIOSITY SHOP. With 39 IllnBtrations, by Chaslbs Gsuir. aoth,>.; 
paper, 8f . 

SKETCHES BY BOZ. lIHtb 36 lUnBtratlonB, byF. Baxsixd, doth, 2s, 9d, ; paper, 1«. 9(7. 

MoBsrs. Chapman & Hall trust that by this Edition they will be enabled to 
place the 'Works of the most popular British Author of the present day in the hands 
of all English readers. 

The next Yoloxne will be HAED TIMES, with Illastrations by H. French. 

MR. DICKENS'S READINQS. 

Fcap, 6vo, setoed. 



t. d, 

Chbistkas Cabol in Fbosb ..1 

ClUOXST ON THB HbABTK .... 1 

Chimes : A Goblin story 1 



8. tl. 

Stoky of Littlb Bombey .... I 
PooB Tbaybllbb, Boots at the 
Holly -Tbbb Inn, &Mb8. Gamp I 



DICKENS — THE LIFE OF CHARLES DICKENS. By John 
FoBiTiB. With Portraits and other Blostratlons. 16th Thousand, 3 vols^, 6vo, doth, 
42«. 



' A New Editioii in 2 Vols., demy 8vo« unifonn with the Illustrated 
Edition of Dickens's Works. Prioe 2&s, 

DIOKENS*B CHRISTMAS CAEOL, with the oiiginal coloured platee, a 
reprint of the original editiOD. Small 8to, red doth, gilt edges, U% 
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DASEKT (DR. 6. W.)—JE8T ASD EABNEBT. A CMrHim «f 



TALES FROM THE FJELD. ASeeondSflrieiaf PopidvTdB^, 
i>wfliegdCT>flfF.Ch.AtliTlniM HwH ftro^ ciott, Mfc. •<, 



THE VIKIKG8 OF THE BALTIC : ft Tile a£ the Kortfc m tt« 



PAVIE3 (G. CHRI8T0FHER)— A17GLIN6 IDYLLS. Oovm dro, 

D£ COIN (COLONEL BOBEBT L.)— HI8T0BT AND CULTIVATIOSr 
OF OOnOH AJn> TOBAOOa FU(»ra^dol^tiU 

DE 6IJ£BIN (MAUBICE AND EUOtNIE). A Mn a npi ih Bf 
Haibk Fjai^ Afllhflr of " BaiVB in the flOffvr JL^a^** AcL 



DE KONINCK (L L.), axd DIETZ (E.)— FBACTIGAL MANUAL OF 
CEEMJCAL A8SA.TQIO* M apfriied to the JfiMlhiieiii of Inm 
•adtoaMfc&QB,WioagkilTCB,aad Steal, Mftwid in 




DAVIDSON (ELUS A.)— THE AMATEUR HOUSE CARFENTER 
a Guide In Bidldfiiff, Making; end Bapeirin^ Oonlnining 

aUBmc (jeanu sDn mnn^DaDBU AZBiSiee'^~xQ> oflDeHcnsBBK • ■ 
Wood, with Daaeiqrtione of the Toole Soqiloyed— The Methode of 

GenewU ft infi|ihi a of B ui ld iii in 
I of 8lnnii«, Fihiting, F^OIehins. end 
with flie HenMBlB oC Avefaiteetnnl Drawing 
inuferatione,Dn«aoBWbodt9^theAa^ar. Boyal tro^ Ida. ML 

DENZIL PLACE: ft Stoiy in Yom. By Yiolvt Far. CrownSvo, Si. 

DIXON (W. HEFWOBTH)-THE HOLT LAND. Fomtii EditioB. 
mfliSfltid end M Wood ■ngnwrtoga. Ptak»ra^llta.Cd. 



DRAMATISTS OF THE PRESENT DAT. ByQ. £^iriRlBi{/vm file 



DRAYSON (UEUT.-OOL. A. W.)— THE CAUSE OF THE SUP- 
FOSBD FBOPKB MOTION OF THE FIXED 8TAB8, wilh other g eo mn l rir a l 
prabienieinAetRaiaeBjhilheKtonnaolTed. Dea^j 8to^ dofh, Ifla. 

THE CAUSE, DATE, AND DURATION OP THE LAST 



GLACIAL EPOCH OF GBOUIGT, with an luTeetisation nf a nnii MuinmiaH of 
IheEirtfa. Dea^j Sfo, dofh, lOa. 



PRACTICAL MILITART SURYEYIN6 AND SKETCHING. 



FillfaBditiflD* FOat 8f0)» doth. te 6d. 
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DYCE'S SHAKESPEARE. —THE WORKS OP SHAKESPEARK 
Edited by tbe B>t. ALsx4in>sB Dyoi. A new Edition of Dyoe'e Shakespeare, 
being the Third, with Mr. Dyce'e Final OorrecUons. The latest employment of 
Mr. Dyce's Life was the present reyisioin of his second Edition. 

"The best text of Shakespeare whioh has yet appeared. .... Mr. Dyoe's Edition 
is a great work, worthy of his reputation, and for the present it contains the 
standard text."^ rim«t. 
In 9 vols. Demy 8vo, Bs, each. , 

DYCE (WILLIAM), R. A.— DRAWING-BOOK OP THE GOVERN- 
MENT SCHOOL OF DE8IQN, OB ELEMENTARY OUTLINES OF ORNA- 
MENT. Fifty selected Plates, folio, sewed. 8<. 

ELEMENTARY DRAWING-BOOK. Directions for Introducing the 
First Steps of Elementary Drawing in Schools and among Workmen. Small 4to» 
doth, 4f . 6d. 

ELEMENTARY DRAWING COFT-BOOKS, for the Use of Chfldrei> 
from foor years old and npwards, in Schools and Families. Compiled by a Student 
certiflcated by the Science and Art Department as Air Abx Tsacxzb. Three Booka 
in 4to, sewed:— 

Book 1. Laxxne, U, 

„ 2. OXOXXTBIOAL JLiro OurAXmAL FOBXS AVS OBnCTS, It. 

» 8. LsATis, Fxiowuw, Spsats, fte., 1«. M. 

ELIOT (SIR JOHN) — A BIOGRAPHY BY JOHN FORSTER. 
With Portraiti. A Nm and ehmper JBdtUwn, 2 vols. Post 670, cloth, 14>. 

ELLIOT'S (ROBERT H.) EXPERIENCES OP A PLANTER IN THE 

JUNGLES OF MYSORE. WUh JlluttnUUnu and a Map, 2 vols. 8yo, cloth. 24«. 

CONCERNING JOHN'S INDIAN AFFAIRS. 8vo, doth, 9s. 



EWALD (ALEXANDER CHARLES, F.S.A.) — THE LIFE AND 
TIMES OF PBINOE CHARLES STUART, COUNT OF ALBANY, commonly 
called the Yonng Pretender. From the State Papers and Other Somrces. Author 
of " The LiCB and Times of Algernon Sydnqr," ** The Crown and Its Adyisers," 
&c. 2 Vols, demy 8yo, 28s. 

ELLIOT (FRANCES) —OLD COURT LIFE IN FRANCE. Third 
MUion. Demy 8yo, cloth, lOt. M, 

THE DLA.RY OF AN IDLE WOMAN IN ITAJ.Y. Second 

Edition. Post 8vo, doth, 6«. 

PICTURES OF OLD ROME. New Edition. Poet 8vo, doth, &. 



FINLAISON (ALEXANDER GLEN)--NEW GOVERNMENT SUa 
CESBI0N-DUT7 TABLES. Third Edition. Poet 8yo, clotti« S«. 
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FLEMING (GEORGE), P.R.C.S.— ANIMAL PLAGUES; THEIR 
HISTORY, KATUBB, AND PBEYBNTION. 8yo. doth. 104. • 

HORSES AND HORSE-SHOEING ; their Origin, Histoiy, Uses 



and AbiuM. 210 SngraylngB. 8td, dotb, 11, 1«. 



PRACTICAL HORSESHOEING. With 37 DlustratioiiB. Second 



SditioUf enlargedf 8yo, sewed, 2t, 



— RABIES AND HYDROPHOBIA; THEIR HISTORY, 
NATUBB, CAUSES, SYMPTOMS, AND PK8VBNTI0N. Wit2i 8 lUnstrationB. 
8yo, Oloth, 16«. 



A MANUAL OF VETERINARY SANITARY SCIENCE AND 

POLICE. With 33 lUuBtaratlons. 2 vols, demy 870, 36<. 

PORSTER (JOHN) — OLIVER GOLDSMITH: a Biography. With 
BlastrationB. 2 vols. Large crown 8to, 21«. 

Also a Cheap Edition, in one vol. Feap, Us. 

WALTER SAVAGE LANDOR : a Biography. 1776-1864. 

With Portraits and Vignettes. A new and rtviaed SdUion, in 1 vol. demy Sro, lit. 
Thiifomu ike first volinmn oif the new Edition of Landor^i L^ Worha m 8 veb. 

SIR JOHN ELIOT : a Biography. WUh Portraits, New 



and ehMper Sdition, 2 vols. Post 8yo, cloth, 14c. 



LIFE OF CHARLES DICKENS. With Portraits and other 

niostratlons. Fifteenth Edition, S vols., demy 8vo, 42*. 

A New Edition, uniform with the Dltutrated library Edition 

of Dickens' s Works. 2 vols., demy 6yo, 28«. 

FORTNIGHTLY REVIEW.— First Series, May, ISeS, to Deo. 1866. 6 
TOls. Cloth, 13«. each. 



New Series, 1867 to 1872. In Half- 



yearly Volumes. Cloth, ISi. each. 

-^From January, 1873, to June, 1876, in Half- 



yearly Vols. Oloth, 16«. each. 



FORTNUM (C. D. E.) DESCRIPTIVE CATALOGUE OF MAIOUCA, 

HISPANO-MOBESCO, PERSIAN, DAMASCUS, AND RHODIAN WABES, 
in the South Kensincrton Museum. Thick 8to, half morocco, 40t. 

FRANCATELU (C. E.) — ROYAL CONFECTIONER; English and 
Foreign. A Practical Treatise. With Coloured Illustrations. Srd Edition. Post 
8ro, doth, 7«. M, 

GALLENGA (A)— THE PEARL OF THE ANTILLES. Post 8vo, 
cloth, 9«. 
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GERMAN NATIONAL COOKERY FOR ENGLISH EITOHENS. 

With Fraotioal Descriptions of the Art of Cookeiy as perfonned in Germany* in- 
dudinff smaJl Pastry and Confbotionery, Preserving, Pickling, and making of 
Yinegars, liqnears, and Beverages, warm and oold, also the Mannfantore of the 
various German Sausages. Post 8vo, cloth. 7«. 



OILLMORE (PARKER.)— PRAIRIE AND FOREST; a Description of 
the Game of North America, with personal adventures in their pursuit. With 
numerous illustrations. 8vo, doth, 12i. 

GOULD (W. RARING.)-HOW TO SAVE FUEL. With lUuatratum. 

Post 8V0, If. 

GREEKS AND ROMANS, THE LIFE OF THE. From the German 
of ExiTBT GusL and W. Eovbb. Translated by Da. HxninBB. With 645 Woodcuts. 
Demy 8vo, doth, 21«. 

HALL (SIDNEY)-~A TRAVELLING ATLAS OP THE ENGLISH 
COUNTIES. Fifty Maps, cdoured. New edition, linduding the railways, cor- 
rected up to present date. Demy 8vo, in roan tuck, lOf. dd, 

HARDY (CAPT. C.)— FOREST LIFE IN ACADIE; and Sketches 

of Sport and Natural History in the Lower Provinces of the Canadian Dominion. 
With Dlustrations. 8vo, doth, IBs. 

HEINE (HEINRICH)— ATTA TROLL, AND OTHER POEMS. Trans- 
lated into English by Thomas Silby E&ait. Grown 8vo, doth, 3<. 6d. 

HOLBEIN (HANS)— LIFE. By R. N. Woenttm. With Portrait and 

Illustrations. Imp. 8vo, doth, 31«. 6d. 

HULME (F. E.)-— A Series of 60 Oatline Examples of Free-hand Orna- 
ment. Boyal 8vo, sewed, 6«. 

HUMPHRIS (H. D.)~PRINOIPLES OF PERSPECTIVE. lUustrated 
in a Series of Examples. Oblong folio, half bound, and Text 8vo, doth, 21«. 

INDIA AND ITS NATIVE PRINCES : Travels in Central India and 

in the Presidendes of Bombay and Bengal. By Louis Bovsbxlxt. Carefhlly 
revised and edited by Lieut.-Colond C. Buokli, and containing 316 lUustrations, 
and 6 Haps. Super royal 4to, doth, £3 3«. 

ILLUSTRATIONS OF THE PRINCIPAL NATURAL ORDERS OF 

THE VEGETABLE KINGDOM. PREPARED FOB THE SCIENCE AND ART 
DEPARTMENT, SOUTH KENSINGTON. By Profioesor Ouvn, F.R.S., ko 
Oblong 8vo, with 100 Plates. Price, plain, lOs. ; coloured, 26$, 
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JAGOR (P.)— TEAVELS IK THE PHILIPPINES. With numerous 
UhutnUoDsandalCap. Demy 8yo, Uf . 

JOHNSON (DK. SAMUEL.) — LIFE AND CONVERSATIONS, 
(foanded diiefly upon Boswelll. By Alizassxb Madt, with a prefiRoe by Q. H. 
Lbwu. Post 970, lOt. 6d, 

JOHNSTONE (CAPTAIN J. C.)— MAORIA; a Sketch of the Mannew 
and Ciutoms of the Abozif^inal Inhabitants of New Zealand. Crown Svo, 7«. (Ul. 

JUKES (J. BEETE)- LETTERS, AND EXTRACTS FROM HIS 
LBTTBB8 AND OOGASIONAL WRITINGS. Edited, with Memorial Notes, by 
his Bister. Portndt. Post Syo, doth, 12«. 

EEBBEL (T. K)— THE AGRICULTURAL LABOURER. A Short 
Suryey of his Position. Crown 8to, 6«. 

KELLER (FRANZ.)— THE AMAZON AND MADEIRA RIVERS. 
Sketches and Desoriptions from the Note-book of an Sxplorer. With 68 iUuttratioHt 
on w>od, Bqyal 4to« cloth* 21«. 

A New Edition, royal 8to, price 8«. 

KERAMIC GALLERY. Compnunng npwards of 500 Uliutratioiui of rare, 
cnxioos, and choice examples of Pottery and Poroehkin, from the Bartiwit Times to 
the Present^ selected by the Author from the British Mosetmi, the SonUi Eensinflf- 
ton Mnseom, the Geological Moseom, and various Private Collections. With His- 
torical Notices and Descriptions. Bj Wzlliaic CKAmss. Two handsome Tols. 
BcyalSvo. Price 41. 4*. 

KHIVA AND TURKESTAN. Translated from the Russian. By 
Osptain 8vAU»are. With Map, crown 8vo, 9«. 

KLAC-ZKO (M. JULIAN)-TWO CHANCELLORS : PRINCE 60RT- 
CHAKOF AND PBINOB BISMARCK. Translated Iqr Mrs. Tah.. Demy 8vo, Vto* 

KONINCK (L. L. De), aito DEETZ (E.)— PRACTICAL MANUAL OF 
CHEMICAL ASSAYING, as applied to the Manufkotore of Iron from ita OreB, 
and to Oast Iron, Wrought Iron, and Steel, as found in Commerce. Edited, with 
Notes, by Bobbbs Maubx. Post 8vo^ doth, 6t, 

LACORDAIRE (PfiRE)— JESUS CHRIST. Conferences deliveied at 
Notre Dame in Paris. Translated, with the Author's permission, by a Tertiary of 
the same order. A new Edition. Third thousand. Crown 8vo, doth, Bi, 



GOD. Conferences delivered at Notre Dame, in Paris. By the 



same Translator. A new Edition. Third thousand. Crown 8vo, doth, 8«. 



GOD AND MAN. A Third Volume by the same Translator. 



Crown 8vo, doth, 99, 
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LACROIX (P.)— THE ARTS OP THE MIDDLE AGES, AND AT THE 
PERIOD OF THE BENAISSANOE. With 19 Ghromo-lithographs and over 
400 Woodoata. ▲ new Edition, on large paper. Imperial 870^ half morocoo, 31$. 9d. 



— THE MANNERS, CUSTOMS, AND DRESS OF THE MIDDLE 

AOES. With 16 Ghromo-Uthographa and over 400 Wood Engravings. A New 
fidiUon, on large paper. Imperial 8yo, half morocco, Sl<. 6d, 



THE MILITARY AND RELIGIOCJS LIFE IN THE 

MIDDLE AGES, AND OF THE PERIOD OF THE RENAISSANCE, with 
14 Ghromo-Uthographs, and upwards of 400 Engravings on Wood. Imperial 
8vo^ half moroooo, 3U. 6d. 

— ^ THE EIGHTEENTH CENTURY, its InstitutionB, Customs, 
and Costomes. France 1700—1789. Illastrafced with 21 Ghromo-lithographs and 
351 Wood Engravings. On large paper. Imperial 8vo, half morooco, £2 U. 



LEVER'S (CHARLES) WORKS. 



THE ORIGINAL EDITION WITH THE ILLUSTRATIONS. 



in 17 Vols, demy SvOy doth, 6«. each. 



DAVENPORT DUNN. 
TOM BT7BKB OF OURS. 
HARRY LORREQTJER. 
JACK HINTON. 
ONE OF THEM. 
CHARLES O'MALLEY. 
THE CDONOGHUB. 
BARRINGTON. 
LORD KILQOBBIN. 



DODD FAMILY ABROAD. 
KNIOHT OF GWYNNE. 
LUTTRELL OF ARRAN. 
BRAMLEIGHS ov BI8H0FS FOLLY. 
THE DALTONS. 
MARTINS OF CROMARTIN. 
ROLAND OASHEL. 
CON OREQAN. 
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LIYBB'S (OHASUSS) WOBKB etrnJiuMtd. 



LEYER'8 (CHARLES) WORKS.-CHEAP EDITION. 

Fanqf hoards, 2s. 6d. 



OHABLES O'MALLET. 

TOM BUBKE. 

THE KNIGHT OF GWYKNE. 

MARTINS OF OBOMABTIN. 

THE DALTONS. 

BOLAND 0A8HEL. 



DAVENPOBT DUNN. 

DODD FAMILY. 

SIB BROOKS F08BB00KE. 

BBAMLEIGHSov BISHOP'S FOLLY. 

LOBD KILQOBBIN. 



Fancy hoards, 2s. 

THE O'DONOGHUE. 
FOBTUNES OF OLENCOBE. 
HABBY L0BBEQT7EB. 
ONE OF THEM. 
A DAY'S BIDE. 
JAOK HINTON. 
BABBINOTON. 
TONY BUTLEB. 
MAT7BI0E TIEBNAY. 



LUTTBELL OF ABBAN. 

BENT IN THE OLOXTD 9nd ST. 

PATBICK'S EYE. 
CON OBEOAN. 
ABTHUB O'LEABY. 
THAT BOY OF NOBOOTT'S. 
GOBNELIUS O'DOWD. 
SIB JASPBB OABBW. 



Also in ieU, 27 Volt., elath, for £i 4$. 



LANDOR'S (WALTEK SAVAGE) LIFE AND WORKS. With Por- 
tnifes and Illiuitntionfl. ANewEdition,in8 vols. Demj 8yo, prioe 14». each. 

LAYS OP MODERN OXFORD. By "Abon." lUustrated by M. E. 
BswARDSy F. LocKwoos and the Aothob. Fcp. 4to» doth. 8*. 

LAWSON (CAPTAIN J. A.)— WANDERINGS IN THE INTERIOR 

OF NEW GUINEA. Grown 8to, with Frontispieoe and Map, lOt. 6d. 

LEE (HENRY, F.L.S., F.G.S., P.Z.S., &c., Naturalist of the Brigktoa 
AjqaBiiam)— AQUABHTM NOTES. THE OOTOPQS; or, the "DeWl-flah o T 
Fiction and of Fact." With BhutratlonB. Grown 8vo. 3s, 



LEGGE (ALFRED OWEN)— PIUS IX. The Story of his Life to the 
Bestoration in 1800, with Glimpses of the National Movement in Italy. Anflior of 
«( The Growth of the Temporal Power in Italy." In 2 rols. demy 8yo, 82«. 
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LyTTON(HON. ROBT., LORD)— POETICAL WORKS— COLLECTED 

EDITION. Now iflsuing in monthly Yolumfls. 

MALLET (DR. J. W.)— COTTON: THE CHEMICAL, &o., CON- 
DITIONS OF ITS SUGGESSFTJL CULTIVATION. PostSvo, cloth, 7». 6d, 

MALLET (ROBERT)— GREAT NEAPOLITAN EARTHQUAKE OP 

1857. First Principles of Observational Seismology : as developed in the Report 
to the Royal Society of London, of the Expedition made into the Interior of the 
Kingdom of Naples, to investigate the Circumstances of the great Earthquake of 
December, 1867. Maps and numerous IllustrationB. 2 vols. Royal 8vo, doth, 63f. 

MARTINDALE (LT.-COL., C.B.)— RECOLLECTIONS OP CANADA. 
With numerous Illustrations by Lieut. Cablilx. Oblong 4to, doth, 21«. 

MELVILLE (G. J. WHYTE-)— SISTER LOUISE ; or, The Story of a 
Woman's Repentance. With Illostrations by Mibiiic Kbbits. Demy 8vo, 16«, 



KATERFELTO : A Story of Exmoor. With 12 Illustrations by 



CoLOim H. HoTx Obsaxocki. Demy 8vo. Fourth Edition. 8<. 



WHYTE-MELVILLE'S W0RK8.-CHEAP EDITION. 
Q-own ^Oj fancy boards, 28. each, or la. 6d, in cloth. 

UNCLE JOHN. A Novel 

THE WHITE ROSE. 

CERISE. A Tale of the Last Century. 

BROOKES OP BRIDLEMERE. 

"BONES AND Ij" or, The Skeleton at Home. 

"M., OR N." Similia SimiUbus Curantur. 

CONTRABAND; OR, A LOSING HAZARD. 

MARKET HARBOROUGH ; or, How Mr. Sawyer went to the Shires. 

SARCHEDON : A LEGEND OP THE GREAT QUEEN. 

SONGS AND VERSES. 

SATANELLA: A STORY OP PUNCHESTOWN. 

THE TRUE CROSS : A LEGEND OP THE CHURCH. 

KATERPELTO : A Stoiy of Exmoor. 



STV^^ 






20 BOOKS PUBLISHED BY 

MEREDITH (GEOBOE)— MODERN LOVE, AND POEMS OF THE 

ENQLI8H B0AD8IDB, wit£ Poems and BalUnds. Fcap., dotfa, (U. 

MILLER (JOAQUIN)— THE SHIP IN THE DESERT. Aathor of 
** Songs of tlie SisrrM/' ke, Fcftp. Bvo, 9$. 

MOLESWORTH (W. NASSAU)— HISTORY OP ENGLAND FROM 

THE YEAR 1890 TO THE RESIGNATION OF THE QLADSTONE MINISTRY. 
A Cheap Sdition in 8 vols.* crown 8yo» csrefolly xerised, and canied np to March, 
1874. Price 8«. each. 

▲ New library Edition, in 3 Tols., demy 8to« 90«. 

MORLEY (HENRY)--ENGLISH WRITERS. VoL L Part L THE 
CELTS AND ANGLO-SAXONS. With an Introdnctory Sketch of the Foor 
Periods of English Litevative. Part n. FROM THE CONQUEST TO CHAUCER. 
(Making S vols.) 8yo, doth, 22f . 

^0* Each Part is indexed separately. The Two Parts complete the acooont of 
English Literatore daring the Period of the Fonnaftion of the Langoage, or of Tns 
WansBS BDou Okavcxs. 

VoL n. Part L FROM CHAUCER TO DUNBAR. Svo, 



doth, lU, 

TABLES OF ENGLISH LITERATURE. Containing 20 Charts. 

Seoond edition, with Index. Royal 4to, doth, Uf . 

In Three Parts. Parts I. and II., containing Three Charts, each 1<. 6d. 

Part m., containing 14 Charts, 7«. Part m. also kept in Sections, 1, S, and 6, 1«. 6«f . 
each; 8 and 4 together, Sf. *^* Tke Chartt iold teparatel^. 

MORLEY (JOHN)— ROUSSEAU. 2 vols. 8fo, doth, 26«. 

VOLTAIRE. Cheap Edition. Crown Svo, Of. 

CRITICAL MISCELLANIES. 8vo, doth, 14f. 



STRUGGLE FOR NATIONAL EDUCATION. Third Edition. 



8to, doth, Sf. 

— ON COMPROMISE. Demy 8vo, doth, la. 6d. 



MULLER (WILLIAM J.), ARTIST— A MEMOIR OF THE LIPB OF. 
By N. NxAL SoLLT, Aathor. of <* Memoir of the Life of Dayid Cox." lUiiatrated 
with munerons Photographs. Royal 8to. doth, 88i. 

NAPIER (MAJ.-GEN. W. C. E.)— OUTPOST DUTY. By General 
JABBT, translated with TREATISES ON MILITARY RE00NNAIS8ANOS AKI) 
ON ROAD-MAKING. Third EdUion. Crown 8yo« 8«. 



CHAPMAN a HALL, 193, PICCADILLY. 21 

XEWTON E. TULLEY, F.G.S. (Aasistant Natnraliflt^ H.M. Geological 

Siim7>-THB TYPICAL PABTS IN THB SKBLBTON8 OF A CAT, DTJCK, 
AND CODFISH, being a Catalogae with Ccmpanlive Deuriptfons aixanged in a 
Tabular Fonu« Demj 8ro, olotb, St. 

OEHLENSGHLAGEB. — EAKL HAKON THE MIGHTY. Tranalated 
from the DaniBh by Franx C. Iubobllsb. Post 6vo, doth, Sf . 

OLIVER (PROFESSOR)— ILLUSTRATIONS OP THE PRINCIPAL 

NATURAL ORDERS OF THB YEGETABLB KINGDOM, PREPARED FOR 
THB SCIENOB AND ART DBPARTBiENT. SOUTH KENSINGTON. 109 
Platei. Oblong 870, doth, plain, 16«. ] ooloared, 26$, 

PAST DAYS IN INDIA : pr, Sporting Reminiscenoefl of the Valley of 
the Soane and tiie Basin of Singrowlee. By a late Cubxoki Ofnen, N. W. 
Pxorinoes, India. Poet 8yo, lOt. 9d, 

I PHILIPPINE ISLANDS, THE. By F. Jaooe. With numeroua Illua. 

trattone and a Map. Demy 8vo, 16«. 

PIM (R) and SEEMANN (B.)—DOTTINGS ON THE ROADSIDE 
IN PANAMA, NICARAGUA, AND MOSQUITO. With Platea and Mape. 8to, 
doth, 18«. 

POLLEN (J. H.)— ANCIENT AND MODERN FORNITURE AND 
WOODWORK IN THB SOUTH KENSINGTON MUSEUM. Royal Sro, half 
moxoooo, 21f • 

^' PRO NIHILO; THE PRELUDE TO THE ARNIM TRIAL. An 

EngUiih Edition. Demy 8yo, 7<. 6d. 

PUCKETT, R. CAMPBELL (Head-Master of the Bath School of Art)-- 
SCIOGRAPHYj or. Radial Frqjeotion of Shadows. New Edition, down 8to, 
doth,6«. 

iJUEEN OP THE FAIRIES (A VILLAGE STORY), AND OTHER 
POEMS. By Tio&ST Favx, Anthor of '* Densil Place." Crown 870,8*. 

RAMBOSSON, J. (Laureate of the Institute of France)— A POPULAR 
HISTORY OF ASTRONOMY. Translated by C. B. Pxtmav. With ten Chromo- 
lithographs, three Celestial Charts, and 63 Woodonts. Demy 8yo, 16«. 

^ RANKEN (W. H. L.) — THB DOMINION OF AUSTRALIA. An 

Acooont of ita Foondations. Post 870, doth, 12*. 

REDGRAVE (RICHARD) —MANUAL AND CATECHISM ON 

COLOUR. 24mo, cloth, 9d. 

REYNOLDS (REV. R. VINCENT)— THE CHURCH AND THE 
,^ PEOPLE } or. The Adaptation of the Chmrdi's Machineiy to the Ezigendes of the 

Times. Post8YO, Of. 

RIDGE (DR. BENJAMIN)— OURSELVES, OUR FOOD, AND OUR 
PHYSIO. Twelfth Edition. Foap 8vo, doth, 1«. M. 
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I BOBIKSOK (J. 0.)— ITALIAN SCXTLFTURE OF THE MIDDLE 

' ^ AOiES AND PSBIOD OF THH BBYIYAL OF ART. ▲ DeMripttTO Ontalogne 

of ttaaft Baottoo of the Boulh Kanaingtaii IfuMun ftftmpriring an Aoooont of the 
V AcqnWtiom from the Gigli and Oampaim OoUeodong. With Twentiy Sngrsyings. 

Bojal 870. olothj 7«. fUL 

BOBINSON (C. E)— THE CRUISE OP THE " WIDGEON : " 700 Miles 
in ft Ten-Ton Yawl, from Swaoaice to Hamburg, through the Dutch Canals 
and the Znyder Zee, German Ocean, and the Biver Elbe. With Four IIliutratLons, 
drawn on wood by the Anthor. Crown Syo^ Ot. 






BOBSON (Bev. J. H., MJL, LL.M., late Foundation Scholar of Downing 
College, Cambridge)— AN BLBMBNTABY TBBATIBB ON ALGEBRA. Foat 
870f 6«. 

BOBSON (GEOBGE)t-BLEMENTABY BUILDING CONSTBUCTION, 
illnatrated by a Deaign for an Entrance, Lodge, and Gate. 16 Plates. Oblong 
fblio; sewed, 8f. 

BOCK (DB.)--ON TEXTILE FABBICS. A Descriptive Catalogae of 
the Collection of Church Vestments, Dresses, Bilk Btufb, Needlework and Tapestries 
in the Bouth yensingtian Museum. By the Yeiy Ber. Canon Bock, D.D. Boyal 
8to, half moroooo. Sit, 9d» 

BOME. By Francis Wey. With an Intzx)daction by W. W. Story. 
Containing 346 beantiiyil Illustrations. New Edition revised and abridged. 
Forming a magnificent volnme in snper^royal 4to, 4X«. 

BOSENGABTEN (A.)— A HANDBOOK OF ABCHITECTUBAL 
BTYLBB. Translated from the German of A. Bosengarten. By W. Counx- 
Bmisa. With npwards of MO Dlnstnitions. Large demy 8yo, S1#. 

SHAFTESBUBY (EABL OF) — SPEECHES UPON SUBJECTS 

HAYING RELATION CHIEFLY TO THE CLADCB AND INTEBEBTB OF 
THE LABOURING CLASB. With a Prelhoe. Crown 8to, 9t, 

SHAKESPEABE— THE WOBKS OF SHAKESPEABE. By the Bev. 
Alsxavdbb Dtoi. This edition ia not a mere reprint of that which appeared in 
1867, but presents a text veiy materially altered and amended from beginning to 
end, with a large body of critical Notes almost entirely new, and a Glossaxy, in 
which the language of the poet, his allusions to customs, Ac., are ihlly explained. 

"The beat text of Shakespeare which has yetappeared Mr. Dyoe's 

Edition is a great work, worthy of hia reputation, and for the present it oontains 
the standard text."— lYmef . 

In 9 voU. Dmoj 6tOj Si. each. 

SCOTT (SIB SIBBALD D.)— TO JAMAICA AND BACK. With 
Frontisplfloe. Crown 8yo, 10». 6d. 

SHUTE (ANNA CLABA) ^ P0STHX7M0US POEMS. Crmm 8vo, 

doUiaSf. 



^ 
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SKERTCHLY (J. A-)— DAHOMEY AS IT IS: being a Naprativo ^ 

of Bight Months' Residence in that Ooimtiy, with a Full Aooonnt of the 

Notorioiifl Annual Oastoms, and the Social and Beliffioaa Listltations of Ffona. ^ 

WUh latubutiMt. 8yo, cloth, 21«. 

MELINDA, THE CABOCEER; OR, SPORT IN ASHANTI. 



A Tale of the Gold (Toast. With Illustrations. 1 vol. post 8vd. 8*. 

SOUTH KENSINGTON MUSEUM SCIENCE AND ART 

HANDBOOKS. 

PuMUhedfor the Committee of Cowteil on SdvcaiUm. 

THE INDUBTBIAL ABTS ; Historical Sketches. With 242*Illustration8. Demy 8yo, 

7s, ed. 
HANDBOOK TO THE 8PE0IAI. LOAN COLLECTION OF SCIENTIFIC APPA. 

BATUS. Large crown 8yo, 3«. 

1. Tkcxxui Fabsics. By the Yery Rev. DiimtL Book, D.D. With nmnerocB 
Woodoats. Lajrge crown 8yo, 2«. 6<2. 

2. Itobxxs : AjrcxziTT amu MsdubyaIi. By WnuAX Mabxxll. With nmneroos 
' Woodoats. Large crown Sro, 2b, 6d, 

3. Avcmz UTD Monxay Fvanruui ajtd Woodwork. By Jomr HwaiBVOSD 
PoLLiv. With numerous Woodcuts. Large crown 8yo, 2b, 64. 

'4. lliioLXCi.. By C. DsxTRY E. Fobxvum^ F.S.A. With numerous Woodcuts. 
Large orown 8vo, 2«. 6d, 

6. Musiojll IirsTBViairxs. By Cabl Ekgis. "V^th numerous Woodcuts. Large 
crown 8yo, 2f. 6d, 

6« Mjuttal ov Dzsifiir, compiled firom the Writings and Addresses of Bxghabd 
BxDGaiYB, B.A., Sury^or of Her Mig'esty's Pictures, late Inspector-General 
for Art, Science and Art Department. By Gxlbbbx B. BnaBAyi. With 
woodcuts. Large crown 8yo, 2«. 9d. 

7. PaBsiAir Axs. By Majob B. Muedook Sxitr, B.E. With Map and Wood- 
cata. Large orown 8vo, 1«. 6d, 

SPALDING (CAPTAIN)— KHIVA AND TURKESTAN, translated 
from the Bussian, with Map. Large crown 8vo, 9b. 

SPICER (HENRY)— ACTED DRAMAS. Crown 8vo, Ss. 

STORY (W. W.)— RORA DI ROMA. Seventh Edition, with Additions 
and Portrait. Post 8yo, doth, 10<. Qd. 

THE PROPORTIONS OF THE HUMAN FRAME, ACCORD- 



ING TO A NEW CANON. With Plates. Boyal 8yo, oloth, 10«. 

SWAN (N. WALTER)— TALES OF AUSTRALIAN LIFE. Crown 
8yo, 98, 

OBDfAI^-MBMOBIALS OF THEOPHILOiS STUDEKT. Sgr the fiev. 
•T.TvLSNB* Msn^lMMtlon, enlangefl. OBOWit«?aieloth««lra,6i. 
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TRIQUETI MAHBLES IN THE ALBERT MEMORIAL CHAPEL, 

WIKD80B. A Bflries of Photographs execated by the Miaaes Datsov, aod 
Dedicated I97 expreaa pennisaion to Her Majesty the Queen. The Woik consistfi 
of 117 Photographs, with descriptiye .Letterpress, mounted on 49 sheets of card- 
boaxd, half -imperial. Price UK. lOn. 

TROLLOPE (ANTHONT)— THE PRIME MINISTER. 4 Tola, crown 
Bto^ dolhytff. 

AUSTRALIA AND NEW ZEALAND. A Cluap SdUim in 



Fnar Pcnii, with the Xapa, SmaUSro, cloth, 8f.eaoh. 

NSW ZEALAND. 
YIOTOBIAANDTABICANIA. 



x« BfT SOUTH WALES AND QUEENSLAND. 
SOUTH AUSTRAtJA AND WESTERN AUSTRALIA. 



HUNnNG SKETCHES. Cloth, S«. 64. 
TRAYELLINa SKETCHES. Cloth, 
S«.6rf. 



CLERGYMEN OF THE CHURCH OF 

ENGLAND. 9t.9d, 
THE BELTON ESTATE. 6t. 



THE WAT WE LIVE NOW. With 40 Dlustntioiui. 2 toIs. 



demySyo^n*. 

TROLLOPE'S (ANTHONY) N0YEL8.-CHEAf> EDITIONS- 

Boardtt it. 6d., eloikt St. 6d. 



PHINBAS FINN. 

ORLET FARM. 

CAN TOU FORGIVB HERP 

PHINEAS REDUX. 

HE KNEW HE WAS RIGHT. 



RALPH THE HEIR. 
THE BERTRAMS. 
EUSTACE DIAMONDS. 
YICAR OF BULLHAMPTON. 



Boardt, it,, doth, St. 



KELLTS AND OlDBLLYS. 
MoDERMOT ov BALLYOLORAN. 
CASTLE RICHMOND. 
BELTON ESTATE. 
MISS MACKENBIE. 
LADY ANNA. 



RACHEL RAY. 

TALES OF ALL COUNTRIES. 

MARY GRESLEY. 

LOTTA SCHMIDT. 

LA VENDEE. 

DOCTOR THORNS. 



TURNOR (HATTON)— ASTRA CASTA. Ezperimento and AdTentoxw 
in the Atmosphere. With upwarda of 100 EngraTinga and Photoainoo-ffraiihlo 
Flafeea produced nnder the anperintendenoe of Colonel Sir Hunz Jimm^ R.B. 
Second Edition. Rojal 4fto^ dioth, 48* . 

TWINING, (T.)~^CIENCE MADE EASY. Author of "Technical 
Training. Bein^ a Progreaaiye Course of Elementary Lectores finr delivery hy 
amateurs, for use m achoiola, and toe home stody. To he oompleied in Six Parte, 
at 1«. each. The first Four Parts are now ready. Special acta of SCTaiataa, and 
diagrams. EzplanaUny proapectnses supplied post free. 

UNIVERSAL CATALOGUE OF BOOKS ON ART. Gompaed for the 
use of the National Art Libraiy, and the Schools of Art in the United Tn«ga<mi, 
In S Tola., crown 4to, half morocco, tU. each. 

VON GUNTHER (LA COMTESSE.)— TALES AND USGENDS OF 

THE TYROL. Collected and Arranged. Crown 870, doth, 6t. 

VON PLENER (ERNST)— THE ENGLISH FACTORY LEGISUL- 
TION. Translated by F. L. Wmiunr. With Introduotton by A. J. Mvibsua. 
M.P. Post Syo, doth, Sf. 
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WAHL (O. H.)-THE LAND OP THE CZAR. DemySvo, 16^. 

WEY (FRANCIS)— ROMK With an Introduction by W, W. Story, 
Anthorof "Boba di Boma." Containing 346 beauUful lUastratlonB. Forming a 
magnificent volnme in super-rpyal 4to, doth gilt, 48«. 

WHEELER (G. P.)— VISIT OP THE PRINCE OP WALES: a 

Chroniole of H.R.H.'s Jonmeyings in India, Ceylon, Spain, and Fortagal. Large 
crown 8yo, 12«. 

WHIST-PLAYER (THE). By Colonel Blyth. With Colonred Plates of 
** Hands." Third Edition. ImperiallBmo, doth, 6«. 

WHITE (WALTER)— HOLIDAYS IN TYROL : Kufstein, Klobenstein, 
and Paneveggio. Large crown Sro, 14<. 

EASTERN ENGLAND. Prom the Thames to the Humber. 

2 vols. PoBt 8yo, doth, 19s, 

MONTH IN YORKSHIRK Pourth Edition. With a Map. 

Post 8yo, doth, 4t, 



LONDONER'S WALK TO THE LAND'S END, AND A 

TRIP TO THE SGILLY ISLES. With Four Maps. Second Edition. Post 
870, it, 

WOLF HUNTING AND WILD SPORT IN BRITTANY. By the 
Anthor of " Dartmoor Days," &c. With HlostrationB 1^ Colohxl Gjixalockx, C.B. 
Large crown 8yo, 12«. 

WORNUM (R. N.)— THE EPOCHS OP PAINTING. A Biographical 
and Critical Essay on Painting and Painters of all Times and many Places. With 
nomerons Illustrations. Demy Sro, doth, 20t. 



ANALYSIS OP ORNAMENT— THE CHARACTERISTICS OP 

STYLES. An Introdaction to the Study of the History of Ornamental Art. With 
many lUtutrationa, Fourth Edition. Boyal Svo, doth, St. 

THE LIFE OP HOLBEIN, PAINTER OP AUGSBURG. 

With Portrait and 34 Illustrations. Imperial Svo, doth, 31«. Gfi. 

WYNTER PR.)— PRUIT BETWEEN THE LEAVES. Author of 

** Curiosities of aviliaation," ** Our Social Bees," '* Peeps into the Human Hive," 
etc. etc. 2 vols., crown 8to, 18«. 

WYON'S (P. W.) HISTORY OP GREAT BRITAIN DURING THE 
BBIQN OF QUEEN ANNE. 2 vols., demy 8yo, S2s. 

YONGE (C. D.)— PARALLEL LIVES OP ANCIENT AND MODERN 
HEBOES. New Edition. 12mo, oloth« 4* . M . 
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CHAPMAN & HALLS LIST OF BOOKS, 

DMWma EXAMPLES, DIAOBAMS, MODELS, 

INSTBUMENTS, ETC. 

INCLUDING 

THOSE ISSUED UNDER THE AUTHOEITY OF THE SCIENCE AND ART 
DEPAETMENT, SOUTH KENSINGTON, FOE THE USE OF SCHOOLS 
AND AET AND SCIENCE CLASSES. 



A£T DmECTOBY. 12mo, sewed, 6d. {Postage, 3d,) 

BARTLEY^S (G. C. T.) CATALOGUE OF MODERN WORKS ON 
SOIENOE AND TECHNOLOGY. PoBt 8vo, sewed. U, 

BENSON'S (W.) PRINCIPLES OP THE SCIENCE OF COLOUR. 

Bxnall 4to, cloth, Ut, 

(W.) MANUAL OF THE SCIENCE OF COLOUR. Coloured 



Frohtitpieee and Ilhutrationt. 12zno, doth, 2$. M. 

BRADLEY (THOMAS), of the Royal MiHtaiy Academy, Woolwich— 
BLBMENTS OF GEOMETRICAL DEIAWING. In Two Parts, with Sixty Plates, 
obionff folio, half-bound, each part» 16«. 



»— Selection (from the abore) of. Twenty Plates, for the use of the 
Royal Militaiy Academy, Woolwich. Oblong folio, half-bound, 19i. 

BURCHETT'S LINEAR PERSPECTIVK With Ulustrations. Post 
8yo, doth, 7a, 

PRACTICAL GEOMETRY. Post 8vo, doth, Sa, 

DEFINITIONS OF GEOMETRY. Third Edition. 24mo,swd.,5d 



CUBLEY (W. H.)-A SYSTEM OF ELEMENTARY DRAWING. 

With Illiutrations and Examples. Imperial 4to, sewed, .8$, 

DAVIDSON (ELLIS A.)-DRAWING FOR ELEMENTARY SCHOOLS. 
Post 8yo, doth, 3«. 

MODEL DRAWING. 12mo, doth, U 

THE AMATEUR HOUSE CARPENTER : A Guide in Building, 

Making, and Repairing. With nnmerons Ulustrations, drawn on wood by the 
Author. DemySvo. 

DELAMOTTE (P. H.)-PR0aM»8IYB DRAWING-BOOK FOR 
BEGINNERS. 12mo, 2«. 6d 
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DICKSEE (J. R.)— SCHOOL PBRSPECmVE. 8vo, doth, 5». 

DIREOTIONS FOR INTRODUCmG ELEMENTARY DRAWING IN 
SCHOOLS AND AMONQ WOBKMBN. Fabliahed at the Bequest of the Society 
of Arts. Sxnall 4to, doth, 4». ed. 

DRAWING FOR YOUNG CHILDREN, containing 150 Copies. 16mo, 
doth, S«. ed. 

DYCE'S DRAWING-BOOK OP THE GOVERNMENT SCHOOL OP 

DESIGN, ELEIOSNTARY OUTLINES OF ORNAMENT. 60 Plates, small 
folio, sewed, 6t. 



Introduction to ditto. Foolscap 8vo, 6d. 



EDUCATIONAL DIVISION OP SOUTH KENSINGTON MUSEUM. 

dassifled Catalosrae of. Ninth Edition. 870, 7<. 

ELEMENTARY DRAWING COPY-BOOKS, for the use of Children 
flrom four years old and upwards, in Sdiools and Families. Compiled by a Student 
oertificatea by the Sdenoe and Art Department as an Aax Txachsb. Seven Books 
in 4(0, sewed:-— 

Book L Letters, 8(2. 

n. Ditto, 8d. 

m. Oeometrioal and Ornamental Forms, 8d. 

IV. Otgects, 8<i. 

v. Leayes, 8d. 

YI. Birds, Animals, &c., 8(2. 

Yn. Leaves, Flowers, and Sprays, 8(2. 

*«* Or in Sets of Seven Books, 4«. 6(2. 

ENGINEER AND MACHINIST DRAWING-BOOK, 16 parts, 71 plates. 

Folio, S2«. 

Ditto, ditto, 15 by 12 in., mounted, 649. 

EXAMINATION PAPERS FOR SCIENCE SCHOOLS AND CLASSES. 
Published Annually. {Pogtage^ id.) 

FOSTER (VERE)— DRAWING-BOOKS : 

a) Forty numbers, at 1(2. each. 

i) Fifty-two numbers, at 3d. each. The set b includes the sul]|}ects in a, and is on 



(a) Forty numbers, at 1(2. each. 

(b) Fifty-two numbers, at 3d. ea* 

fine paper, with additions. 



HENSLOW (PROP.)— ILLUSTRATIONS TO BE EMPLOYED IN 

THE PRACTICAL LESSONS ON BOTANY. Prepared for South Kensington 
Museum. Post 8vo, sewed, 6(2. 

HULME (F. R)— SIXTY OUTLINE EXAMPLES OF FREEHAND 
ORNAMENT. Royal 8vo, sewed, St. ; mounted, 10«. 6d. 

JEWITT'S HANDBOOK OF PRACTICAL PERSPECTIVE. 18mo, 
doth, U. 6(2. 

KENNEDY (JO]fo^— FIRST GRADE PRACTICAL GEOMETRY. 
12mo,6(2. 



FREEHAND DRAWING-BOOK. 16mo, doth, U. 6d 



MNDLEY (JOHN)— SYMMETRY OF VEGETATION: PrinoipleBto 
be observed in the delineation of Plants. 12mo, sewed, 1«. Bednoed from the large 
Diagrams. 
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MAKSHALL'S HUMAN BODY. Text and Plates redaced from the 
large Diagrams. 2 vola. Cloth, 21«. 

NEWTON K TULLEY, P.G.S. (Aflsiatant Naturaliat, H.M. Geological 
SuiT^)— THE TYPICAL PARTS IN THE SKBLBTONS OF A CAT, DlfOK, 
AND CODFISH, being a Catalogae with ComparatiTe DeBcriptiona arraDged in a 
Tabular Forau Demy 8vo. St. 

OLIVER'S (PROFESSOR) ILLUSTRATIONS OP THE VEGETABLE 
KINGDOM, loe Platee. Oblong 8to, doth, plain, 16«., oolonred, 26*. 

PRINCIPLES OP DECORATIVE ART. Folio, sewed, la. 

PUCKETT, R. CAMPBELL (Head-Master of the Bath School of Art)^ 
SCIOGRAPHY, OR RADIAL PROJECTION OF SHADOWS. Gnmn 8vo, 
doth, 6i, 

REDGRAVE'S MANUAL AND CATECHISM ON COLOUR. Fifth 
Bditioa. 24mo, sewed, 9d. 

ROBINSON'S (J. C.) LECTURE ON THE MUSEUM OP ORNA- 
MENTAL ART. Fcap. 8yo, sewed, 6d. 

ROBSON'S (GEORGE) ELEMENTARY BUILDING CONSTRUCTION. 
Oblong foUo, sewed, 8s, 

SCIENCE DIRECTORY. 12mo, sewed, Qd. (Postage, 3d,) 

WALLIS (GEORGE)— DRAWING-BOOK. Oblong, sewed, 38, 6d, 
Ditto, ditto. Mounted, 8s, 

WORNUM (R. N.)— THE CHARACTERISTICS OP STYLES; An 

Introdnction to the Stady of the Histoiy of Ornamental Art. Royal 8yo, doth, 8f . 

COPIES FOR OUTLINE DRAWING : 

LETTERS A. O. 8^ 3 sheets, mounted, 3«. 

DE LA RUE'S OITTLINES OF ANIMALS, U. 

DYCE'S ELEMENTARY OUTLINES OF ORNAMENT, 60 selected plates, one 

sel^ mounted back and front, 18a. 

,, unmo unte d, sewed, 6«. 

WElTBRIOHT'S OUTLINES OF ORNAMENT, reproduced by Herman, one set, 

12 plates, mounted back and front, 8t. 6d, 

„ unmounted, 2c. 

MORGHEN'S OUTLINES OF THE HUMAN FIGURE, reproduced by Herman, 

one set, 20 plates, mounted back and front, 16«. 

., unmounted, Ss. 4d. 

ONE SET OF 4 PLATES, Outlines of Tarsia, from Gnmer, mounted, 3«. M, 

„ unmounted, 7d. 
ALBERTOLLI'S FOLIAGE, one set of 4 plates, mounted, ft. 6d. 

„ unmounted, 6d. 
OUTLINE OF TRAJAN FRIEZE, mounted, 1«. 
WALUS' DRAWING BOOK, mounted, 8^. 

„ unmounted, 3«. 6(1. 
OUTUNB DRAWINGS OF FLOWERS, 8 sheets, mounted, 3«. Qd. 

, , unmounted, 8d. 
HULME, F. E., Sixty examples of Fireehand Ornament, Ss, 

„ mounted, lOi. Qd, 
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BBNAIBSANOE BOBRTB, immonnW, M. 

„ mooDUd, M. 
BEADED OENAUNT, anmoiuiUi], U, 

„ monated, U. Id. 
OSSAiain FROX a grebe FRIEZX, moouted, ti. 

„ nnmountedt 3dL 
PA&T OF A PILASTKB TSOM THE ALTAB OF BT. BIAGIO AT PISA, 

moDiibedj It. 
Dino ditto, nnmoantiid, Ii. 

XAEO-T ENGLISH CAPITAL, moaaled. It. 

DINo. nnpiDDntcd. 4d. 
fiOTHIO PATBEIA, muDDiiDUd, id. 

Ditio. moonled. li. 
BBNAI8BAKCE SCKOLL, Tomb In B. K. IM Fnri, Venice, Dumoiuited, ftL 



L FBOU THE TATIOAH, d 



COLOUEBD EXAMPLES :— 

A SHALL DIAGRAM Or COLOUB, monnlsd, li. til. 

mmio<uUd,Sd. 
TWO PLATES or ELEHENTABT DBBION, unmoantad. It. 



PETDNIA, raoonUd, St. 9d. 



GRODP OF 0AMBLUA8. lb. 
NAHTUUTIUM, nuHmled, St. M. 
nnmomilad, li. M. 



TO&INIA A8IATI0A. By V. Bkmdi. lloanlsd, St. M. 

nnmonnMd, Sr. M, 
PTNB-B LANDSOAPES IK OHBOltO-LITHOaBAPHY (di), taeh, m 

COTu'aN'B PKNCIL LAND3CAFES(Betorn!iie},iiiauMted.l(li. 



WHITE QEtAPSa AND PLUMB, *t. M. 
BLACK GRAPKS AHD PEACHE9, W. M. 
PLUUS. MIJLBBRRIK3, Ac., ii. td. 



CBRYSANTHBMtlMS, *l Od. 

LARGE CAMELLIAS, U. 6.1. 

LILAC AND GERANIUM, 3», M, 

CAMKLLIA AND ROSE. 3!. «.(. 

BIIAIjI. CAlIKIilAS AKD DLUB BELLS, 

LABOE DAHLIAS, It. ed. 
ROBES AND LniBEl, If. Bd. 
ROBES AKD 8WXET PKAB, St. 8d. 
LARGK ROBES AND HEARTSEASE, Ir. «. 
LARGE BOnOITET OF LILAC. Si. Bd. 
DAHLIAS £m> rUOHSIAS, 9t. td. 
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SOLID MODELS, &c. :— 

Box of ModelB, 12. 4t, 

A Stand with a amyenal Joints to shovr the solid modeU, Ac., II. 18«. 

^Qne wire quadrangle, with a circle and cross within it» and one straight wire. 

One solid cube. One skeleton wire cube. One sphere. One cone. One 

founder. One hexagonal prism. 21. 2$. 
Skeleton oabe in wood. 9t. 9d. 
18-inch Skdeton cnbe in wood, 12i. 
♦Three objects ot/orm in Pottwy— 

Indian Jar, ) 

Celadon Jar, yiBt.dd, 

Bottle, j 

*FiTe selected Yases in ICiuolica Ware, 22. lit. 
*Three selected Vases in Barthenware, 18«. 
Imperial Deal Frames, glased, without sunk rings, 10«. 
^Davidson's Smaller SoUd Models, in Box, 21. 
♦Davidson's Advanced Drawing Models (10 modelsX 91. 
♦Davidson's Apparatus for Teaching Praotioal (Geometry (22 models), St. 
Binn's Models for illustrating the elementazy principles of orthographic prqgeetiOEL 

as applied to mechanical drawing, in box. If. 10«. 
Vulcanite set square, 5c. 
Large compasses with chalk-holder, 6«. 
Slip, two set squscM and T square, 6$. 
Parkes' case of instruments, containing 6-inoh compasses with pen and penoQ leg» 

6$. 
Prise instrument case, with 0-indi compasses, pen and pencil leg, 2 small oompaas e i !, 

pen and scale, IBt, 
6-inch compasses with aMfMng pen and t>oint, 4§. 6d. 
Small compass in case, U. 

♦ Models, Ac, entered as sets, cannot be supplied singly. 



LARGE DIAGRAMS. 



ASTRONOMICAL- 

TWELVB SHEETS. Prepared for the Oommittee of IConndl of Educalioa Iqr 

JoBjr Dbsw, Ph. Dr., F.R.SJI.. 49*. 
On rollers and vamiahed. 84f . 

BOTANICAL- 
NINE SHEETS, niustrating a Practical Method of Teaching Botany. B7 

Professor HnrsLow, 7.L.B. 40$. 

— — On canvas and rollers, and varnished, £3 St. 

ILLUSTRATIONS 07 THE PBINOIPAL NATURAL ORDERS OF THE 

VBOETABLB EINODOM. By Professor Olivxb, F.R.S., F.L.S. Seventy 

Imperial sheets, containing examples of dried Plants, representing the diiterent 

Orders. Five Guineas the set. 

BUILDING CONSTRUCTION— 

TEN SHEETS. By WaaoAX J. OtZBST, Professor of Drawing, King's OoOege. 

In sets, 21«. 
LAXTON'S EXAMPLES OF BUXLDINa CONSTRUCTION IN DIVIBIONS, 

First Division oantaining 16 Imp.'plates. lOf. 

Second Division containing 10 Imp. -plates. lOt. 

BUSBRIDGB'S DRAWINGS OF BUILDING CONSTRUCTION. ElevoiaheetB. 

Mounted, 6f. 6d. ; uxmioanl»d,-2f. Od. 
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GEOLOGICAL— • 

DIAGRAM OF BRITISH STRATA. B7 H. W. BAxnow, F.R.S., F.G.S. A 
sheet, 4t. ; moanted on roller and varnished, 7«. Hd. 

MECHANICAL- 
SIX SHEETS. Pnmp, Hydranlio Press. Water Wheel, Tarbine, Locomotlre 

Engine, Stationary Engine, 62j^-in. by 47-in., on canvas and roller, each 

16«. 6<2. 
EXAMPLES OF MAOHINB DETAILS. A Series of Sixteen Coloured Dia^cntms. 

By ProflMsor UHwnr. 42f . 
SELECTED EXAMPLES OF MACHINES, OF IRON AND WOOD (French). 

By Stakislas Psvit. 60 sheets, £3 fit. ; 13«. per dos. 
BUSBRIDQE'S DRAWINGS OF MAOHINB CONSTRUCTION (22). Mounted, 

11a. ; unmoonted, 6s, 6d. 



PHYSIOLOGICAL- 
HUMAN BODY, LIFE SIZE (for School of Arts, Ac. . By Jomr Musiull, 

F>A.S>f P.BwU'D. 



6. Ths Skslbvon, Side View. 

6. Ths Mvsolss, Side Yiew. 

7. Ths FsxaiiX SxuiItov, Front Ytew. 



1. Ths Skblbton, Front View. 

2. Thx Mttsolss, Front View. 

3. Ths SKsunoN, Back View. 

4. Thb Muscus, Back View. 

Each sheet, 12«. 9d., colonred j or £1 U., on canvas and rollers, varnished. Explana- 
tory Key, 1«. 



ELEVEN SHEETS (for Science Classes, &o.). Illastrating Hnman Physiology, 
life size and Coloured firom Nature. Prepared under the direction of Jour 
MAssHiXL, F.R.S., F.R.C.S., &o. Each sheet, 12*. 6d, On canvas and rollers, 
varnished, 21«. 



1. Thx Skslstoit Aim Jji&AiaiXTS. 

2. Thb Mubolss, Jodtts, ash Axikai, 

MsoHAinos. 

3. Thb Vxscbba nr Positxok. ~ Ths 

STsvcnmB ow na Lmrcw. 

4. Thb Oaeiirs ov CiBGTTLi.Tioir. 

6. Thb Lthphjitzos ob AssoBBBines. 
6. Thb Obgavs ov DxassTioir. 



7. Thb Bainr Aim Nbhvxs. — Tsb 

Obgibs ov thb Voxcb. 

8. Thb Obgahs ov thb Bbbsbs, Plate 1. 

9. Thb Obgabs ov thb Sbhbbs, Plate 2. 

10. Thb MxoBOSoorio Stbuctvbb ov tkh 

Tbxtubbb i.in> Oboabs, Plate 1. 

11. Thb Miobosoopio Stbvctvbi ot thb 

Tbxtubbb Aim OBGurs, Plate 2. 



Explanatory E^, 1«. 

ZOOLOGICAL— 

Ten Sheets. Dlnstrating the Olassiflcation of Animals. By Robibz PAxmsov. 
40«. 

on canvas and rollers, varnished. 70«. 

The same, reduced in size, on Royal paper, in nine sheets, uncoloored, 12«. 
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THE FOETNIGHTLY EEVIEW. 



Edited Ixy JOHST KOBIiET. 

rjlHE FoBTinGHTLY Reyiew is pnblifihed on the 1st of every 
-^ month (the issue on the 15th being suspended), and a Volume 
is completed eyery Six Months. 

The foUomng are among the CaniribtUan : — 



Sib RuTHXBroBD Aloook. 
Waltsb Baoshot. 
PBonssoB Badt. 
Paofkssob BnsLT. 
Db. Bbidohl 

Hov. QxoBQB C. Bbodbiok. 
Sib QioBOB Cakpbbu, M.P. 
J. Chaxbebladt, M.P. 
pBorsasoB Clivfobd, F.B.S. 
Pbofbssob Sidhbt CrOLVnr. 

MOBTAQUB CoOKSOir, Q.C. 

G. H. DABwnr. 
F. W. Fabbab. 
Pbotissob Fawcstt, M.P. 
Edwabd a. Fbbxxab. 

MbS. GABBITT-AirDXBSOB. 

K. E. GBABT-Durr, M.P. 
Thomas Habi. 
lobd houghtob. 
Pbofsssob HuzLsr. 

pBOrXSSOB JXTOBS. 

ExiLi Di Layilxtb. 
T. E. Cuvfx LxsLiB. 
Gbobob Hbhbt Lewxs. 



LoBD Ltttob. 
Snt H. & Maihb. 
Db. IIavmlxt. 
PBorxasoB Max MGllxb. 

PBOraSSOB HXXBT MOBLBT. 

William Mobbis. 

F. W. NxwxAx. 

W. G. Palqbayx. 

Waltxb H. Pateb. 

Davtb Gabbibl Bossxm. 

Hbbbxbt Spxxcxb. 

Hox. E. lb Siablxt. 

J. FiTZJAKXS Stxphxb, Q.C. 

Lb8lix Stxphxh. 

J. HuTOHisox SriBLDra. 

a. c. swibbubxb. 

Db. tox Stbxl. 

J. A. Stmoxds. 

W. T. Thobxtox. 

Hox. LlOXXL A. T0LLXXACBE» 
AXTHOXT TbOLLOPB. 

Pbovbssox Ttxdall. 
Thx Editob. 



The Fobtnightlt Review is published at 28. 6d. 
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CHAPMAN AND HALL'S 

FORTHCOMING PUBLICATIONS. 



UNIFORM WITH ROUSSELET'S INDIA. 



Italy : 



FROM THE ALPS TO MOUNT iETNA. 

Magnificently illnstrated. Containing abont 70 Full-page and 300 smaller 

lUustrauons. 

Super royal 4to. Zh d<. 

Edited by THOMAS ADOLPHUS TEOLLOPE. 



A Descriptive Catalogue of the Historical 
Collection of Water-Colour Paintings 

IN THE SOUTH KENSINGTON MUSE.UM. 
With an Introductory Notice by SAMUEL EEDGEAVE. 

"With numerous Chromolithographs and other Illustrations. 

Pul>lished for the Science and Art Department of the Committee of Council ou 

Education. Royal 8vo. 

History of the Papal Conclaves. 

By T. A- TEOLLOPE. 
Demy 8to. 16«. 



CHAPMAN A HALL'S FORTHCOMING PUBLICATIONS. 

Forty Years' Recollections of Life, 
Literature, and Public Affairs. 

Vkom ISM to M70. 

By GHABLES MAGKAT, LLJ>. 

2 Tola, large eromt Svo. 

Sport in Many Lands. 

By HAL, " The Old Shekany,'* 

Author of " The Himtuig-Oioimd of the Old World," *< The Forest end the Field, " 
" Ou&p life and its Acqmremente, for Soldiers, Sportsmen, and Tmyellera,** &c. 

With nearly 200 Illostrations. 8 vols, demy 8to. 

Shooting and Fishing Trips 

IK EKGLAIH), FRANCE; ALSACE, BELGIUM, HOLLAND, AND 

BAVARIA. 

By " WILDPOWLEE,- « SNAPSHOT.'^ 

2 yok. huge crown 8yo. 21«. 
NEW VOLUME BY LACROIX. 

Science and Literature in the Middle 

Ages. 

By PAUL LAGEOIX 

'With ntuneroos Cbiomolithographs, and upwards of 800 Wood EngraTings. 

Robert Lord Lytton's Poetical Works. 

[Now ready. 
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■ ■ ^-- -_L - ■ I LJ- -_l__l__l_ll_^ ,^ . !■--— ---ll' 

Castle St Ange/o. 

By W. W. STOEY. 

Crown 8to. ITniform with " Boba di Boma." 

Triviata ; 

OR CROSS-ROAD CHRONICLES OF PASSAGES IN IRISH HUNTING 
HISTORY DURING THE SEASON OF 1876-76. 

By M. O'CONNOR MOEEIS. 

"Witli lUustratioiia. Large crown Syo. 

The Savage Life: 

A SECOND SERIES OF "CAMP NOTES." 

By FREDERICK BOYLE, 

Author of ** A Ride across a Continent,*' ** Adventures in Borneo." 

Demy 8vo. 

Anthony Babington: 

A DRAMA. 

By YIOLET FANE, 

Author of "Denzil Place," "The Queen of the Fairies," &c. 

Crown Svo. 6s, 

Art in Ornament and Dress. 

By OHAELBS BLANC. 

With numerous Illustrations. Demy Svo. 10a 6d. 

The Imitation of Christ. 

Beautifully Illustrated. Demy Syo. 

NEW v6LUME in THE HOUSEHOLD EDITION OF DICKENS'S 

WORKS. 

Sketches by Boz. 

With 86 New Illustrations by F. BARNARD. 

Forming the Thirteenth Volume of the Household Edition of Dickens^s Works. 
Will be ready early this month. Grown 4to, cloth, 28. 6d. ; paper, Is. 9d. 
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Food : 

A SHOBT ACCOUNT OF THE SOURCES, CONSTITUENTS, AND USES 

OF FOOD ; 

Intended chiefly as a Guide to the Food Collection in the Bethnal Green Mnsenm. 

By A. H. CHUBCH, M.A., Oxon, 

Professor of Chemistry in the Agricnltnial College, Cirencester. 
Pablished for the Committee of Council on Education. 

Lai^ge crown Syo. 

Economic Entomology. 

By ANDREW MUKRAT, P.L.S. 

Vol. I., APTERA. 

AVith numerous Illustrations. Published for the Committee of Council on Education. 

Large crown 8to. 

Economic Zoology. 

By P. L. SIMMONDS^ F.E.O.L, 

Editor of the Journal of Applied Science. MAMMALIA. 

With numerous Illustrations. Published for the Committee of Council on 

Education. 

Large crown 8to. 

Science Conferences 

DELIVERED AT THE SOUTH KENSINGTON MUSEUM. 

2 vols, crown 8vo. 

National Training School for Cookery: 

Containing Lessons on Cookery ; forming the Course of Instruction in the School. 
With List of Utensils necessary, and Lessons on Cleaning Utensils. 

Compiled by fi. 0. C. 

Large crown Svo. 

''The number of inhabitants who may be supported in any country, upon its internal 
produce, depends about as much upon the state of the Art of Cookery as upon that of 
AgricuUwref but if Cookery be of so much importance, it certainly deserres to be studied 
¥rith the greatest care. Cookery and Agriculture are arts of civilised nations ; savages 
understand neither of them. " — Count Rumford's Work$, Vol. I. 
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